Ar CAM a A oll ol lt 


~ 


fh ee coer =) al 








(Registered for Transmission Abroad.) 


Subscription, Free by Post, 2s. 6d. per Annum, payable in 


advance, by Cash or Postal Order, to AUGENER and Co., 


86, Newgate Street, London, E.C. 








VoL. XXII., No. 260.] AUGUST 


——3 


I, 1892. [Price 2d.; PER Post, 24d. 





PERCY BYSSHE SHELLEY, 


ON the 4th of this month will be celebrated the centenary 
of the birth of one of our greatest poets, and now that 
papers and magazines will be describing his romantic 
career, or extolling the beauties of his immortal verse, it 
may be interesting to speak of him in connection with 
music and musicians, and also to notice briefly the music 
which has been inspired by his poetry. 

It is not necessary to ask whether Shelley was fond of 
music, for it informs his verse: rhythm and cadence, 
thought and feeling, everything proclaims the soul of a 
true musician. Every ‘sound from the vast earth and 
ambient air” was to him the voice of melody, and he 
even speaks of the “mute music” of silence. In a frag- 
ment, Shelley describes music as— 


‘* The silver key of the fountain of tears, 
Where the spirit drinks till the brain is wild ; 
Softest grave of a thousand fears, 
Where their mother, Care, like a weary child, 
Is laid as'eep in flowers.” 


And there is a striking passage in Prometheus Un- 
bound which shows clearly how susceptible he was to 
external and internal impulses of feeling. At the close of 
Act 1, when the spirits invoked by the chained Titan have 
fled, Panthea says :— 
‘*Only a sense 

Remait:s of them, like the omnipotence 

Of music, when the inspired voice and lute 

Languish, ere yet the responses are mute, 

Which through the deep and labyrinthine soul, 

Like echces through long caverns, wind and roll.” 


Of Shelley’s practical acquaintance with the works of 
the composers of his day we know but little. In 1810 we 
find him writing to his bosom friend Graham, who was a 
pupil of the pianist-composer Woelfli, asking him to show 
to his master a song beginning— 


‘* How stern are the woes of the desolate mourne>.” 


and adding, “ You well know I am not much of a hand at 
/ove songs.” The very idea of Woelfl, the fashionable com- 
poser of the day, setting Shelley’s words to music makes 
one feel uncomfortable ! Woelfli was not destitute of talent, 
but the constant writing of showy and even trivial music can 
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scarcely have fitted him for the task of illustrating Shelley. 
But here is another glimpse of the poet in connection 
with the musicians of his day. His friend, Mrs. Newton, 
was very musical, and, it is said, Dussek spoke of her as 
“his most gifted and best pupil.” This lady often passed 
her evenings at the pianoforte, playing concerted music 
with Salomon and other first-rate artists. Her daughter 
has related how Shelley, who was a frequent visitor at 
the house, “instead of listening to the trios, would take 
us children in a corner, and in a low and sepulchral voice 
would tell us spectre stories.” Very probably the trios of 
Haydn, or concerted pieces by Pleyel, were performed, 
and without wishing to depreciate either the one or the 
other, it is not difficult to imagine that the story-telling 
and eager faces of attentive children proved more at- 
tractive than the music to the young poet. 

But some years later (1817-18), as we learn from Pro- 
fessor Dowden, Shelley was an assiduous frequenter of 
the Italian opera, and delighted in the music of Mozart, 
especially in the Nozze di Figaro. The beauty alone 
of that composer’s music must have fascinated the poet, 
to say nothing of its intellectual power, true feeling, and 
genuine humour. Mozart “delighted” Shelley, but one 
}cannot help feeling that the music of the great romantic 
writers, Beethoven, Schubert, Schumann, and more espe- 
cially Chopin, would have stirred his soul more deeply, 
arid carried his spirit 


‘* Far away into the regions dim 
Of rapture—as a boat with swift sails winging 
lts way adown some many-winding river.” 


We fancy that in the case of Shelley the formal element 
in Mozart’s music may, to a certain extent, have enfeebled 
its emotional power, and prevented closest communion 
with the tone-poet. We know from. his essay, “A 
Defence of Pcetry,” what he thought of any “regular 
plan” or “ determinate forms.” 

It is perhaps useless to speculate, and yet one can- 
not but wonder how he wouid have been affected by 
| Chopin’s tender and romantic strains. Some of the 
poems, written in hours of sadness and dejection, seem 
indeed as if they were programmes of the Polish com- 
poser’s mournful mystic nocturnes. 





Before passing on to our second point, we cannot 
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forbear quoting a brief fragment entitled “Poetry and 


‘How, sweet it is to sit and read the tales 
.., Qf mighty poets.and to hear the while 
Sweet music, which, when the attention fails, 
Fills the dim pause—,”’ « 


With regard to the relationship between the arts of 
poetry and music, Shelley was evidently not quite up to 
ate, 7 

We now come to the question of music inspired 
"by. Shelley’s poetry. There are the settings by J. 
Barnett, in his “Lyric Illustrations” (1837). It is 
interesting to note that at this early date the composer 
looked upon the words as something more than’ pegs 
upon which to hang the’music. In the preface, ferring 
to some bold chromatic-chords, frequent modulations an 
changes of ¢empo, the composer writes :-— 


**Should this volume excite the attention of the severe critic, he 
will doubtless find many things written in opposition to the received 
laws of harmony ; but as similar breaches have been made by older 
writers than myself, I shall make no apologies for mine, but merely 
state that whenever I have turned out of the beaten track, it has 
been in search of some, new object ; how far I have obtained it will 
be shown by the fiat of the liberal professor, 


The late J. W. Davison, the well-known writer and 
musical critic, next deserves mention for his musicianlike 
and somewhat unjustly neglected settings of some of 
Shelley’s lyrics; from among them may be mentioned 
the dirge “ Rough wind, that moanest loud,” and “ False 
friend, wilt thou smile or weep?” from Zhe Cencez. 
Again in connection with early settings may be named J. 
Linley, J. P. Hullah, Glover, Salaman, Bexfield, Mrs. 
Arkwright, and others. Among more modern composers 
Dr. C..H. H. Parry, whose ambitious setting of Pro- 
metheus Unbound was produced at the Gloucester Fes- 
tival of 1880 holds a prominent place; his charming 
song, ‘‘ Music when soft voices die,” also deserve notice ; 
and the clever setting for chorus, tenor solo, and orchestra 
of the “ Ode to the West Wind” by Mr. Charles Wood, 
produced at a concert of the Royal College of Music in 
1890, must not be forgotten. Another Royal College 
student, Mr. Percy Rideout, was inspired by Shelley's 
“ Epipsychidion ” to write a symphonic poem, which was 
given at one of Mr. Henschel’s London Symphony Con- 
certs in 1891. Then ‘‘A Widow Bird” has been set to 
music by the late Sir G. Macfarren, and “ My faint spirit” 
by Sir Arthur Sullivan. Certain songs have been special 
favourites with composers : ‘A Widow Bird,” besides the 
setting named, has found favour with H, C. Banister, F. 
C. Atkinson, L. N. Parker, R. Guerini, E. Kreuz,* and 
others. “ The fountains mingle with the river” is another 
of a similar kind—Fitzwilliam, Harding, Glover, and 
Salaman have written music to these words; but perhaps 
the most popular of all the settings is the one by Gounod. 
“Good Night” has also attracted many composers : 
Kappey, Moysey, Osborne, Sartoris, Westbrook, &c. But, 
so far as we are aware, “I arise from dreams of thee” 
has proved the most powerful magnet ; it has drawn J. 
Barnett, A. Bennett, C. Reinhardt, ‘C. K. Salaman, A. J. 
Hutton, Mrs, Arkwright, J. C. Beuthin, H. Glover, W. H. 
Grattann; J. P.. Hullah, H. Lenox, F. A. Marshall, H. 
Perkins, and even with these names the list is probably 
far from complete. ‘On a Faded Violet” has been set 
by Piatti and.E. H. Thorne, and “As the moon’s soft 
splendour,” by G. R. Betjemann. For a pleasing setting 


of “The World’s Wanderers,” by T.. Chapman, see our | 


Music Pages. Mention should also be made. of in- 
teresting Shelley Albums by Ford, Forrester, and ‘Delius, 





*: See Our Music Pages, . 





With one or two exceptions (among which Gounod), the 
names quoted have been ig mea The greatest song- 
writers of Germany probably. knew little, if anything,-of 
Shelley. None of his lyrics were sources of inspiration 
to Schubert, and yet who so fitted to illustrate the im- 
passioned lines of the poet as that musician with his 
lovely melodies and glowing romantic harmonies ! « And 
then, again, there is Pacaath ; the sad, pensive strains 
of Shelley would have deeply stirred his feelings and 
emotions, and he would have reproduced the expres- 
sions of the text with wonderful truth. and depth of 
feeling. The name of Shelley in connection with Schu- 
mann is not altogether unknown: his Op. 122 consists 
of ‘*The Fugitives,” for declamation with pianoforte 
accompaniment; but this was written as late as the 
year 1853. We fancy the translation of Shelley’s works 
into German must have appeared somewhere about the 
fifties. Wagner, ina letter to Uhlig, dated December, 
1851, says :— 

‘‘I recommend.to you and to K, my. new friend, the English 
poet Shelley. There exists only one German translation of his 
works, by Seybt, which you must get. He and his friend Byron 
together make up one complete and noble man.” 


There is a setting of “‘To-Night” (te German words) by 
A. Jensen, a poetical song with an interesting, though 
difficult accompaniment. 

Mrs. Arkwright has been mentioned, but she is only 
one of many ladies who have sought to reflect in 
tones Shelley’s moods and measures ; to her name may 
be added those of Mrs. Bartholomew, Lady Thompson, 
Miss Rosalind F. Ellicot, Miss Mary Carmichael, and last, 
but not least, Miss Maude Valérie White, whose setting of 
‘* My soul-is an enchanted boat” is one of her worthiest 
achievements. Madame Backer-Gréndhal, the well-known 
Norwegian pianist-composer, has also set to music ‘To 
the Queen of my Heart” (to Norse and German words). 
It may be mentioned that Mary Wollstonecraft Shelley 
found no trace of this poem among her husband's. papers, 
and therefore omitted it in her edition of the poet’s works 
of 1839. It was, however, published by Medwin as 
Shelley’s. 

The £olian harp, the lute, the organ, are. musical 
instruments frequently mentioried by poets, but the intro- 
duction of a pianoforte is rare. Yet we find that instru- 
ment mentioned in Shelley’s “Julian and Maddalo.” 
Count Maddalo, a Venetian nobleman, and his English 
friend Julian sail one evening from the Venetian shore 
“to the island where the madhouse stands.” As they 
approach they hear “ fragments of most touching melody.” 
Then the keeper leads them to an apartment opening 
on the sea, and the “‘ Maniac” of the poem is thus’ de- 
scribed :— 

‘There the poor wretch was sitting mournfully 
Near a piano, his pale fingers twined 
One with the other, and the ooze and wind 
Rushed through an open casement, and did sway 
His hair, and starred it with the brackish spray.” 


These lines will perhaps bring to the memory of musicians 
the name of one. who spent the closing years. of his life 
under restraint, and whose chief solace was a pianoforte. 








EBENEZER PROUT’S “ FUGAL-ANALYSIS.” 
- By CHARLES W. PEARCE, Mus. Doc. CANTAB. 


MUCH of the modus operandi employed more than a 
century ago by Dr. Charles Burney in his efforts to clear 
away misrepresentation and other difficulties connected 


|| with the:study of music from its historical aspect may be 
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said to be actively pursued by Mr, Prout at the present | volume, he tells us that he happened to meet his friend 
time in his praiseworthy endeavours to place upon a| Mr. James Higgs, and “learning from that gentleman 


sound educational basis the important study of Fugal 
Composition. 

The Oxford graduate and musical historian prefaced his 
eighteenth century treatise on “ The present State of Music 
in Germany, the Netherlands, and United Provinces” by 
remarking that the writers of his own time “ found it more 
convenient to compile books at their own fireside, from 
books which had been compiled before, than to cross seas, 
mountains, and deserts, in foreign countries, to seek for 
new and authentic materials.” Hence he came to the con- 
clusion that “such merchandise as is capable of adultera- 
tion is seldom genuine after passing through many hands ; 
and this principle is generally allowed with respect to 
intelligence, which is, perhaps, never pure but at the 
source.” 

Our indefatigable nineteenth century theorist, Mr. 
Prout, may indeed be open to the charge of having written 
his books at his own fireside ; but he certainly follows 
Dr. Burney’s example in not compiling them from pre- 
viously published treatises, preferring to seek for informa- 
tion by making a careful survey of the acknowledged 
masterpieces of the greatest composers, from which 
pure source all rules and precepts deduced for the 
guidance of students cannot fail to be authentic and 
worthy of acceptance. And if the altered conditions of 
modern locomotion and intercourse, taken with the 
widely different exigencies of his special subject have 
not made it a matter of absolute necessity for Mr. 
Prout to cross seas, mountains, and deserts in quest of 
new material for his pen, he has been no less assiduous 
than was Dr. Burney in ransacking to its. nethermost 
corner the particular field of artistic research he made 
it his business to investigate. In fact, the amount of 
mental energy required for the critical examination and 
analysis of nearly every fugue in a well-stocked musical 
library far outbalances, in our opinion, any of the bodily 
fatigue and inconvenience we find described as having 
been occasionally experienced by the travelling historian 
whilst ex route. 

The readers of the last two volumes of the series of 
theoretical treatises now being issued by Messrs. Augener 
and Co. have a distinct advantage over Burney’s students, 
inasmuch as Mr. Prout is able not only to give them 
the benefit of any practical conclusions he may have 
drawn from his protracted and laborious observations, but 
he is also in a position to place before them in the present 
volume, as so much direct and unmistakable evidence in 
his favour, a carefully chosen series of fugues—typical ex- 
amples of the great mass of compositions in that style 
examined and analysed by him—which illustrate and con- 
firm in the most convincing manner possible the new 
rules laid down in his already well-known treatise on 
Fugue. It may be observed in passing, as a somewhat 
striking coincidence, that two prominent musical /7¢¢éra- 
teurs should each in the latter part of his respective cen- 
tury make the same remark that writers generally depend 
more upon the statements of their predecessors for inform- 
ation than upon their own powers of perception in deal- 
ing with subjects they write about. “ For if knowledge be 
medicine for the soul” writes Burney—quoting a famous 
inscription on the Alexandrian Library—‘“ it seems as 
much to concern us to obtain it genuine as to procure 
unadulterated medicige for the body.” It would, how- 
ever, appear from the preface to Mr. Prout’s new book 
that our author is not singular in his desire to refer 
students to Fugal Classics for genuine information, 
because, in explaining why he included only one fugue 
from Bach’s Wohltemperirtes Clavier in the present 





that he was at present engaged in preparing an analysis 
of the whole ‘ Forty-Eight,’” he (the author) “at once 
modified his plan, feeling sure that Mr. Higgs’s analysis 
would be so good as to render any other superfluous.” 
There need then be little fear that unauthorised and 
fossilised text-book teaching will obtain very much longer, 
with such able instructors as Mr. Higgs, Dr. Hiles, and 
Mr. Prout in the field, urging their readers to gain 
knowledge of fugal art by patient analytical study of 
the best-models by acknowledged masters. 

Mr. Prout describes his new book “ as a supplement to, 

or (to speak moré accurately) the complement of, his 
recently published work on Fugue.” As more can be 
learned from the actual analysis. of fugues than in any 
other way, and the limits of the preceding volume only 
allowing the introduction of a very few specimens of 
complete fugues, the present book has been written to 
supply the deficiency. In his usual trenchant style the 
author claims for his selection that every fugue in this 
book is muszc in the best and truest sense of the term, 
written by a composer of acknowledged eminence, “no 
mere dry scholastic exercises, however meritorious from 
a university examiners point of view” having been 
allowed a place in the volume. We have then a magni- 
ficent collection of twenty-three of the best fugues ever 
written, each fully analysed and annotated in Mr. Prout’s 
best style, and its contents afterwards summarised in brief 
tabular form. There are ten fugues by J. S. Bach, two 
by Handel, three by Haydn, two by Mozart, two by 
Mendelssohn, and one each by Leonardo Leo, Graun, 
Cherubini, and Schumann—the entire twenty-three being 
arranged in order on the plan followed in the companion 
volume on Fugue, viz :— 

ParT I. Fugues onone Subject. (a) without aregular 
counter-subject ; (¢) with more or less regular 
counter-subjects ; (c) by Inversion, Augmentation, 
and Diminution; (¢@) having the same subject 
treated by different composers. 


PaRrT II. Containing specimens of double and triple 
fugues, of those written on a Choral and Canto 
Fermo, and of accompanied fugues. 


In addition to the Preface there is a brief Introduction 
(in which a knowledge of the companion treatise is pre- 
supposed) showing a student how to analyse a fugue: first 
by putting it into open score, and then by determining 
the limits of the subject or subjects, exposition, episodes, 
the three principal structural sections, and coda, keeping 
a watchful eye all the while upon any use made of stretto, 
inversion, augmentation, or diminution of thematic 
material or other fugal devices which may make their 
appearance from time to time. Excellent advice is given 
as to the best methods of marking the various entries of 
subject and answer, and of tabulating the results of the 
analysis when it is completed. é 

The first fugue in the book is No. 2 in J. S. Bach’s “ Art 
of Fugue,” that one in which the dotted-note rhythmical 
figure is so persistently maintained. One or two clever 
observations on the structure of this finely-wrought fugue 
will not escape the attention of a thoughtful reader ; 
notably the explanation that the three bars, 35, 36, and 
37 are not episode but codetta, because they separate an 
entry and reply belonging to the counter-exposition, and 
the labelling of both the alto and bass entries in bars 49 and 
52 respectively as Sudject (even though they take a form 
closely resembling that of the Tonal Answer), because’ 
for a very good reason the key-relationship of these two 
entries will be found to be not that of subject and answer, 
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Some clever instances of double counterpoint in the 12th 
and 14th are also in the course of this fugue pointed out 
to the student. 

No. 2 is Handel’s well-known Chorus “Preserve him 
for the glory of Thy name,” from Sau/. Mr. Prout says 
he chose a choral fugue in this place, because in the part- 
writing of Handel's instrumental fugues, “freedom is 
carried to such length as often to obscure clearness.” 
Here amongst other things we get pointed out to us an 
instance of a sequential and canonic episode ; the use of 
a real instead of a tonal answer in the final section ; and 
an incomplete entry in the bass where it is the last voice 
to enter into a stretto. No, 3 isthe “Kyrie Eleison” 
from Haydn’s “ Fifth Mass,” a somewhat irregular speci- 
men of fugal writing. Amongst other breaches of text- 
book legislation we find here two consecutive entries 
made in the same voice, and we are also asked to observe 
that all the middle entries are isolated, and that as nearly 
as possible half the entire fugue consists of episodes. 

No. 4 is the fourth in Bach’s “ Art of Fugue” in which 
the subject takes the inverted form of the parent theme. 
Here again we are confronted with another academical 
irregularity, inasmuch as Bach goes outside the limits of 
“related keys” for his modulations, using E minor and 
C minor during the course of a fugue in D minor. Mr. 
Prout comments thus :—“ Though Bach generally adheres 
to the old rules as to modulation, we see from these pas- 
sages that he had no scruple as to breaking them upon 
occasion. It must be remembered that the ‘Art of 
Fugue’ was written with an educational purpose ; and we 
may safely presume that Bach introduced nothing which 
he did not consider to be correct.” With the entire com- 
position before him, an intelligent student will be able to 
form something like a right judgment as to the wisdom of 
the great Leipzig Cantor's departure from established rule 
in respect to Fugal Modulation. 

The immortal G minor Organ Fugue by the same com- 
poser is next presented to the reader’s notice, and a 
masterly analysis of it is given. Although the familiar 


figure occurs so constantly that it might almost be con- 
sidered a second counter-subject, Mr. Prout adheres con- 
sistently to the rule laid down in his previous volume 
(“ Fugue” § 10) and will not call it one; but he points 
out a use of this figure by augmentation in one of the 
episodes (bars 86 to 88) which probably a good many 
players and admirers of this favourite fugue may never 
have noticed :— 











—_. 





It is astonishing to see what a difference is made in the 
appearance of this fugue by the addition of only one extra 
staff to its usual score of three staves in the ordinary 
organ editions. For the sake of uniformity, Mr. Prout of 
course preserves the usual four-voice arrangement through- 
out his scoring operations; but the Alto part of this 
fugue has the extensive compass of three octaves and a 
fourth—from D below the Bass staff to G above the 
Treble. We also observe that all the middle entries in 
the fugue are isolated, and that there is a beautiful sym- 


"+ metrical arrangement in their key-relationships: the 


dominant minor with its relative major being reflected so 
to speak by the sub-dominant minor and its relative major. 
Bach’s organ works are again drawn upon for No. 6, 





which is the great Dorian Fugue with the many interesting 
canonic episodes, without which noble specimen of the 
art of fugue-writing no book of this kind could be com- 
plete. Mr. Prout’s part-distribution. of this fugue differs 
slightly from that ot previous reprints in score, but the 
advantage is on his side: compare, for instance, his 
scoring of bar 200 with the same bar in the version given 
by the late Mr. Charles Child Spencer, in his ‘“ Rudi- 
mentary and Practical Treatise on Music,” Vol. II., p. 
159. The analytical remarks upon this fugue are most 
excellently written. 

No.7 is the final fugue in the Gloria of Haydn’s “ Fifth 
Mass,” an interesting, though again a somewhat free, 
specimen. Here we meet with occasional fragments of 
independent string accompaniment, which are printed 
in smaller notes to keep them unconfused with the vocal 
parts. This is followed by Mendelssohn’s Organ Fugue 
in D minor, Op. 37, No. 3, given not as a masterpiece, 
but as a fair specimen of its writer’s work. Like other 
people who have tried the experiment, Mr. Prout finds 
the scoring of fugues by this composer a hard nut to 
crack. The difficulty is to decide the progression of the 
voices in consequence of the crossing of the parts. 
“Sometimes,” we are told, “the composer altogether 
forgets that his parts have crossed, and omits to put them 
right again. In such a case there is ‘no thoroughfare,’ 
and if the student finds himself in a blind alley of this 
kind, the best thing he can do is to abandon the scoring 
of the fugue as hopeless. We have ourselves had to do 
this with more than one of Mendelssohn’s fugues.” The 
Third Organ Fugue seems to come out clearly enough in 
score, although Mr. Prout informs us that it gave him 
more trouble in this respect than any other number in the 
volume. The answer to this fugue is always a puzzle to 
the uninitiated, but it is explained in a very simple way 
by showing that Mendelssohn preferred to consider the 
subject as commencing in the dominant key (A minor), 
and modulating at the fourth note to the tonic key (D 
minor). This explanation makes the tonal answer per- 
fectly plain. Two successive entries in the same key, 
bars 19 and 25, present a deviation from the usual rule, 
which Mr. Prout does not recommend to the imitation of 
the student. Our author then is not wholly lawless, even 
though he approves of the modulations made to F minor 
and C minor in this fugue, two unrelated keys to D minor 
the tonic key. 

Inversion being a device very rarely used systematic- 
ally and continuously throughout an entire fugue but few 
specimens of this form of writing are available. Two are 
given, however, both from Bach’s “ Art of Fugue” (Nos. 
5 and 7), and two or three others from other sources are 
named for reference. No. 5 in the “Art of Fugue” is 
remarkable for its symmetrically arranged stretti, and 
No. 7 will be remembered as the fugue which combines 
the additional devices of augmentation and diminution 
with that of inversion, and which contains scarcely any 
episode, there being nothing even to separate the exposition 
from the middle section. Many other unusual pvints to 
be noticed in the construction of this wonderful tugue are 
duly noted and commented upon ; but in order that he 
may not be accused of basing his new rules for fugal 
composition upon merely exceptional examples by the 
great masters, Mr. Prout is careful to remind the student 
that he must regard such a work as that just analysed as 
a study in scientific device rather than as a model for 
imitation. These two specimens from Bach’s “ Art of 
Fugue” are followed by a more modern example in which 
the devices of inversion and augmentation are only used 
incidentally in the course of the piece, viz., No. 5 of * Six 
Fugues on the name Bach,” by R, Schumann. This fugue, 





eS ee ee a 


ans at oes Ae ak of ee ae ae Oe a Ce ee a eee aie a ak ae ak fee oak 


5 
r 
> 
) 
1 
L 
J 
) 
4 
> 


a 


~~" eS 


Aupust 1, 1892.] 


THE MONTHLY MUSICAL RECORD. 173 





Mr. Prout states, “is by far the most irrégular in ‘its con- 
struction of any that will be found in this volume. It is 
given, not as a model for the imitation of the student, but 
to illustrate the modern free style of fugal writing.” The 
italics are ours ; but these few words of caution to his 
younger readers will effectually refute the charge of law- 
lessness likely to be brought against the author by “ old- 
fashioned conservatives,” as he elsewhere styles them. 
Some of the irregularities in Schumann’s fugue are then 
called attention to: (a) that, a'though the composition 
is for four voices, the exposition is for three only, the 
bass being silent until nearly four bars after the first 
episode has begun ; {4) only the first four notes (and not 
the entire subject) will be found used in an augmented 
form ; (c) the final section occupies exactly half the length 
of the fugue ; and (@) there are no fewer than five dominant 
and tonic pedals, which together make up a period of 
duration nearly half that of the fugue itself. 

On page 107 a most interesting part of the book begins, 
the illustration of the same well-known fugal subject 


-o-_ #. 
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treated by different composers. Mr. Prout selecis for 
analysis these four familiar examples: (a) Wohltem- 


perirtes Clavier, No. 44, in A minor, Bach ; (4) Chorus, 


“And with His stripes,” Messiah, Handel; (c) Fugue 
from String Quartet, in F minor, Op. 20, No. 5, Haydn; 
(2) “ Kyrie,” Reguzem, Mozart ; and refers the student to 
two other examples by Buxtehude (presumably the organ 
fugues in G minor and F ¢ minor, respectively Nos. 5 and 
12 of Spitta’s edition). He also points out a curious 
resemblance between the two subjects of Mozart’s “ Kyrie” 
and those of the final chorus in Handel’s /Joseph, the 
latter fugue being in a major instead of in a minor key. 
Dr. A. H. Mann, in a letter to the Musical World, 
dated October 29th, 1888, mentions another use of this 
subject in a Regutem by Lotti, and there is, of course, a 
further instance in the chorus “They loathed to drink 
of the river,” in Handel’s Jsrae/ in Egypt, borrowed from 
one of the organ fugues. Now that the first four of the 
above-mentioned fugues have been brought together in 
score in the same volume and copiously analysed, a 
careful comparison of the different style and treatment 
displayed in each cannot but be helpful and suggestive to 
every earnest student. Mr. Prout joins issue with André, 
who, in his treatise on Fugue, says that the order of 
entries in “ And with His stripes” is faulty, and that the 
fugue cannot be considered as properly treated. “ This,” 
remarks our author, “only shows how even excellent 
musicians may be misled by too blind an adherence to 
old and formal rules.” Nor does he agree with the 
“Old Dryasdusts ” who condemn the introduction of the 
two unrelated keys of C minor and F minor in the 
magnificent “ Kyrie” of Mozart’s Reguzem. He also ap- 
proves of the modulations to unrelated keys in the fugue 
from Haydn’s Quartet, and makes some highly interest- 
ing remarks upon the treatment of the subject of this 
last-named double fugue, showing clearly where the 
composer appears to have altered his mind as to the 
length of the subjects he intended to use, even before he 
had got to the end of his exposition ! 

Part II. opens with the score of the double fugue in a, 
“Christus hat,” from Graun’s Der Tod Jesu, in which 
each subject has a separate exposition before the two 
are heard in combination. Here is to be found an 
example of a difficulty often experienced by young students 
in determining the exact note upon which the subject 





ends, because of the insertion of a codetta, the notes of 
which are imitated in the exposition by each succeeding 
voice. This’ difficulty is met and explained in the 
author’s happiest style, and he also makes clear some 
interesting points connected with the combination of the 
two themes, which will materially assist those who are 
beginning to try their ’prentice hands at writing double 
fugues of the kind here exemplified. Graun is followed 
by Cherubini, who is drawn upon for the “Cum Sancto 
Spiritu” from his “Second Mass.” In the seventh episode 
of this fugue we find twenty consecutive bars in the keys 
of B?, G minor, and F major, not one of which is a nearly 
related key to D major, the key of the piece. Not bad 
this, for a composer who, in his treatise on Fugue, forbids 
modulations beyond the nearly related keys, except a 
short modulation to the tonic minor. Mr. Prout thus 
comments upon practice being so evidently in advance 
of theory in the example before us: “Surely this 
shows the absurdity of the antiquated restrictions on 
which too many theorists still insist!” Is it probable 
that Cherubini was tormented by certain wild and way- 
ward pupils, who desired to modulate to the farthest 
limits of tonal possibility in their miserable fugal efforts, 
and so compelled their master to lay down the law in 
such an unbending outburst of arbitrary dogmatism ? 
Otherwise, why should any reasonable man forbid others 
to do what he evidently revelled in doing himself? Law- 
lessness is one evil, short-sighted and pedantic bigotry is 
certainly another: is there no mean between these two 
equally bad extremes? The beautiful diatonic triple 


fugue, “Tu es Sacerdos,” from Leonardo Leo’s Dixit 


Dominus comes next, a specimen which in the nature of 
things contains no real episode—a -point discussed in 
“ Fugue,” § 379. 

We then pass on to (a) an example of a fugue on a 
choral (‘“ Jesu Leiden, Pein und Tod,” from one of J. S. 
Bach’s Church ‘Cantatas) and (4) the ever-welcome 
“St. Ann’s ”—the friend of our youth—which illustrates 
how a fugue can be written upon a Canto Fermo. The 
former is most happily chosen, because three different 
treatments of the same melody have already appeared in 
§ 536-539 of the author’s “ Counterpoint.” How different 
does the old familiar “ St. Ann’s” look when printed in 
a score of five. staves to what it does in its ordinary 
three-line dress in our well-thumbed “ Peters’ Edition” 
for the organ! Many features of interest will appeal 
with probable novelty to organ students who read Mr. 
Prout’s book, notably the double counterpoint in the 11th 
(compare bars g1 and 94), and that in the 12th (compare 
bars 92 and 95), and the incomplete and varied entry of 
the Canto Fermo in bar 105. Altogether, the analytical 
remarks on this fugue are masterly in the extreme. 

The final section of this book deals, like that of the 
previous volume, with accompanied fugues. There are 
three examples given, but nothing is later than Mendels- 
sohn. The independence of the orchestral writing in the 
accompaniment of Mozart’s “ Pignus Future” from the 
“ Litany’in B flat,” although interesting, is so slight that 
we may be pardoned for desiring another example in its 
place which might show freer treatment in the band 
parts. As independent orchestral writing in connection 
with fugal composition is a subject probably never before 
treated in an English text-book, it seems rather a pity 
that one out of these examples should only exhibit 
incidental independence of accompaniment, and that of 
little more than an elementary character. It may be 
worth while remedying this seeming defect in a future 
edition of the book. The final fugue from Mendelssohn’s 
42nd Psalm comes next, which is, of course, full of 
ideas for the independent use of the orchestra whilst 
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accompanying a vocal fugue,and belongs to the same genus 
as the two splendid choral examples, “Behold, now total 
darkness covereth the kingdoms,” and “ For all the 
Gentiles come before Thee,” in St, Paul, Mendelssohn 
was so fond of adding a running counterpoint of quick 


notes to his fugues generally, that it may not be amiss. 


to speak of some of his purely instrumental fugues as 
being in this sense “accompanied,” z.¢., having additional 
contrapuntal matter exterior to the main outline of the 


composition. The fugue in c which ends the Second ' 


Organ Sonata might: be cited as an example of this 
kind, and possibly the first and fourth piano fugues as 
well, whilst the semiquaver passages in the overture to 
St. Paul are not altogether unsuggestive of the same idea. 
Mr. Prout has cleverly transcribed on two staves as much 
of the orchestral accompaniment, of the chorus “Trust 
thou in God” as he deemed sufficient for teaching pur- 
poses, But if the instruniental independence in the first 
specimen of accompanied fugue be slight, and the second 
be a little wanting in freshness on account of its having 
been written more than half a century ago, the third and 
final specimen in the book makes up for all deficiencies 
(if there be any) in its two immediate predecessors. J. 
S. Bach’s Double Fugue on a Choral, from the cantata, 
“Es ist nichts gesundes an meinem Leibe,” although about 
three times as old as Mendelssohn’s “ As the hart pants,” 
is as fresh as though it were written yesterday, and as 
full of beauty and as rich in detail as any musical com- 
position can ever be. Such a model for all time is 
described by Mr. Prout as “a kind of compendium of 
fugal composition. In the same movement we find here 
combined an example of close fugue, double fugue, with 
a separate exposition of each subject, fugue on a choral, 
and accompanied fugue. Here therefore we have 
within the limits of 74 bars a résumé of nearly the entire 
contents of this volume.” Truly a wonderful fugue— 
based on the Passion Choral which figures so prominently 
in the St. Matthew Passion Music, “O, Sacred Head, 
once wounded ”—full of the most learned devices, yet 
also full of tender pathos and reverential devotion. Mr. 
Prout concludes a highly sympathetic analysis with these 
words :—“ Let the student make himself intimately 
acquainted with it ; he will find it grow upon him at each 
fresh reading, and he will learn what can be done by a 
combination of the most consummate technical skill with 
heaven-inspired genius.” And so ends the book. Apart 
altogether from the purpose for which it was compiled, 
this collection of fugues in score will be found more than 
invaluable to those students who desire to gain facility in 
reading from the C clefs. Examination candidates who 
have to take up score-reading as one of their tests will 
find their preparation work made infinitely more interest- 
ing and certainly more helpful by using this book in their 
daily practice. But these two last treatises on Fugue by 
Mr. Prout are really inseparable: each is necessary to 
the other, the former to explain, the latter to illustrate 
and confirm. ‘ Both deserve to be widely read, both com- 
mand the respect, if not the entire approval, of every 
musician who desires to see the study of fugue set upon 
a proper and reasonable educational basis. For if it is 
necesssary that a student should study the style and 
manner of Marenzio, Byrde, Wilbye, Morley, and others, 
if he ‘desires to write’ a good madrigal; it is equally 
necessary he should study the fugal writing of Bach, 
Handel, Haydn, Mozart, and others, if he wishes to 
produce a fugue worthy of the name. No mere rules of 
dry old theorists will ever help him to accomplish the one 
task more than the other. Mr. Prout is one of the pioneers 
in a crusade against. musical’ narrow-mindednéss ‘which 
cannot fail to bring ‘about the best of results:in due time. 


No one is better qualified: than he is for proclaiming the 
truth as established by the greatest masters, hence we are 
glad to find that his theoretical works are so rapidly 
gaining ground in public favour. This day (August Ist) 
witnesses the issue of a second edition of his treatise on 
Fugue, the first having been exhausted in the incredibly 
short space of four months. 








GILLES BINCHOIS. 


THE name of ‘this old master is to be met with incident- 
ally in dictionaries in articles referring to mass or motet ; 
he is mentioned as a contemporary of the famous 
Guillaume Dufay, and of the English musician, John 
Dunstable, but the writer Johannes Tinctoris (1445-1511) 
speaks ofthe Englishman as the chief of the three. Of 
the last indeed little is extant, though within recent years 
a three-part song, ““O Rosa bella,” was discovered at 
the Vatican. There are also manuscripts of Dunstable’s 
compositions at Bologna, Oxford, and in the British 
Museum. Of Dufay it will be sufficient to name his 
“Missa l’omme armé,” justly described by Mr. Rockstro 
as “one of the greatest treasures in the Sistine collection.” 
But until quite recently Binchois was little more than a 
name, all that was known of his music being a fragment 
@ 2 in Tinctoris, and a chanson a 3, ‘Ce mois de May,” 
deciphered by Kiesewetter. Dr. Hugo Riemann has, 
however, just published six chansons a 3 (hitherto un- 
deciphered) of Gilles Binchois from the Codex Mus, 
MSS. 3192 in the State Library at Munich, and thus 
offers to musicians further opportunity of judging how far 
this composer of the fifteenth century was worthy of the 
high esteem in which he was held by his contemporaries 
and successors. Dr. Riemann gives 1420-1440 as the 
period at which Binchois flourished. It will perhaps 
enable our readers better to fix the relationship with 
regard to time of Dunstable, Binchois, and Dufay if 
we place side by side the dates of their death :-— 

Dunstable d, 1453. 

Binchois d. 1460. 

Dufay d. 1474. 
But as the date of birth ‘of all three is unknown, and as 
facts connected with their lives are either unknown or 
uncertain, it is impossible to say how far the one was in- 
fluenced by the other ; they were, however, as Tinctoris 
states, contemporaries. ; 

Dr. Riemann thus notices th=> Munich manuscript :— 

‘«The Codex Mus, MSS, 3192 of tiie Munich Library consists, as 
already described by J. J. Maier in his catalogue of musical in- 
struments of this library (under No. 201 a), of eight sheets, or, more 
correctly, of four double sheets of parchment, which still show the 
original foliation—vii., viii., ix., x., xiii., xiv., xix., xx.—leaving us, 
therefore, to mourn the loss of other twelve sheets, which most 
probably contained chansons by Binchois, The manuscript is a 
chorus book, z.¢., the parts belonging to one number are-on the 
two pages lying opposite to each other: on the left the discant with 
the text, on the right tenor and counter-tenor (almost entirely 
without text), Every number about fills such a pair of pages ; the 
last number (11), by an extraordinary chance, has the three parts, 
under one another, on one page (fol. xx. b).” 

Dr. Riemann has also described at some length the 
notation of the manuscript. About the beginning of the 
fifteenth century black and red notes began to fall into 
disuse, and were replaced by whitenotes, and hethinks that 
possibly the “ nouvelle pratique,” mentioned by the poet 
Martin Lefranc (middle of fifteenth century) in his lines 
extolling the “chant joyeux et stable” of the famous 
triumvirate, may have referred specially to Dufay, of 
whom: there exists pieces in both modes of notation, but 
of Bitichois only in the earlier. ‘Binchois, however, has 





been specially classed by Finch among the “quasi novi 
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inventores,” and Dr. Riemann certainly points out at 
least one novel feature. In the manuscript ved notes 
are employed, but in a sense hitherto unexplained, viz., 
red minims as semiminims (crotchets), whereas red, as 
Morley tells us, was used to diminish the value of a note 
by a third or fourth. All the numbers of the codex are in 
triple time, and indeed in the Lesser Prolation, z¢., one 
breve equal to three semibreves, and one semibreve equal 
totwo minims. The usual time-signature, z.e., the circle 
without dot (O), is nowhere given, but the character of the 
time is indicated with sufficient clearness by the signa 
intrinseca. 

It may be interesting to quote some of Dr, Riemann’s 
remarks respecting the style of composition :— 


‘The real principal part throughout is the tenor, the original 
interpreter of the text : it moves for the most part in long notes, or 
is worked out in simple rhythm, consisting principally of breves and 
semibreves, rarely minims or even semiminims ; ‘he discant is the 
first counterpart, which, with exception of the quite peculiar number, 
‘ Deul angoisseux,’ consists of lively figuration, and possesses true 
melodic charm. The counter-tenor is the latest conceived of the 
three parts, but it completes the whole, and is ‘altogether too full 
of meaning to be described as after-composed (nachkomponie rte), 
According to the progression of the tenor, it is either a fundamental 
part (bass) or middle part (alto), and for that reason the most out- 
of-the-way leaps in either direction frequently become necessary. 
The relationship between the style of writing and that of the 
Lochheimer, Munich, and Berlin Liederbuch, is undeniable, but 
while in these, with few’ exceptions, the writing is still quite 
primitive and tentative, in the former there are traces of true art 
and of a firm hand.” 


It should be mentioned that German words, in place of 
the old French, have been adapted by Dr. Riemann to 
the chansons written out in modern notation. The editor 
has done this in order that they may be sung in his 
country by choral societies. One is apt to look upon what 
is old as old-fashioned, but no one can read these chansons 
without being struck, not so much by the skill displayed 
at that early period, as by the charm of melody, and depth 
of feeling, and they are tinged with a melancholy akin to 
that of the modern romantic school. Dr. Riemann has 
indeed rendered a valuable service to art in unearthing 
these hidden treasures of the past. 








THE PIANOFORTE TEACHER: 


A Collection of Articles intended for Educational purposes, 
CONSISTING OF 
ADVICE AS TO THE SELECTION OF CLASSICAL AND MODERN 
PIECES WITH REGARD TO DIFFICULTY, AND SUGGESTIONS 
AS TU THEIR PERFORMANCE, 
By E. PAUER, 
Principal Professor of Pianoforte at the Royal College of Music, &c. 
(Continued from page 151.) 
STUDIES.—STEP II. 
Léschhorn, Albert. Melodic Studies, Eleven Books :— 
Book I. contains eighteen studies belonging to Step II. 
Nos. I, 2, 3, 4 are written in common time, and the presence 
of crotchets and minims at once decides that they have 
to betaken slowly. No. 5 in 3 time is bright; No. 6isa 
very melodious song ; No. 7 wants great evenness and a 
strict legato ; No. 8 reminds of an Italian gondola song ; 
No. 9 requires certainty of attack ; No. 10, study for legato- 
playing; No. 11 is a charming valse and an excellent 
study for phrasing ; No. 12 is animated and spirited ; 
No. 13, a kind of scherzo ; No. 14, in the character of a 
rondino ; No. 15, very melodious ; No. 16, graceful and 
elegant ; No. 17, very bright and even brilliant ; No, 18 
requires an expressive and soft performance. 





STEP. II, 

Book II. Nos. 19to 31. No. 19, an excellent study for 
phrasing; No. 20, a study for moderate velocity ; No. 21, 
well adapted for studying rhythmical expression ; No. 22, 
a kind of preparatory study for shakes ; No. 23, "good for 
learning to play in the legato style ; No, 24, the move- 
ment is here distributed between both hands; No. 25. 
requires neatness and expression and great accuracy of 
performance ; No, 26, a valse in which both hands are 
equally employed; No. 27, very lively and _ brilliant ; 
No. 28, broken cherds in the right ‘hand; No. 29, a 

march in dotted notes, which have to be sharply accented ; 
No. 30, a kind of mazurka ; No. 31, a rhythmical study, 
requiring absolute precision ‘and firmness of time. 

Book III. Nos. 32 to 42. No. 32, swift and brilliant ; 
No. 33, quick and animated, the left- hand part has to be 
learned with great attention; No. 34, very effective and 
fiery ; No. 35, full of natural and sweet expression ; No. 
36, bright, determined and brilliant; No. 37, in the 
tarantella style ; No. 38, a study for syncopation ; No. 39, 
neat and elegant; No. 40, a highly effective mazurka ; 
No. 41, a study for the left hand crossing over the right ; 
No. 42, a study for repetition, very effective and pleasing. 

The Books I., II., and III., are intended as introduction 
to the following books. 

Book IV. 21 Melodic Studies. Nos. 1to1o. No. 1, 
study for making the fingers independent; No. 2, strict 
and well-sustained legato ; No. 3, humorous and lively ; 
No. 4, rapid scales in both hands; No. 5, scales which 
are distributed between the hands, good as. an early 
preparation for Bach’s “Chromatic Fantasia”; No. 6, 
a staccato study ; No. 7, study in-triplets, well adapted 
as a preparation for Bach’s gigue in the B flat Partita ; 
No. 8, rapid and brilliant scales ; No. 9, broken chords, 
which require evenness and smoothness ; No. 10, brilliant 
and moderately energetic. 

Book V. Nos. 11 to 21 of Melodic Studies. No. 11, 
in the style of a Styrian dance; No. 12, full of vivacity 
and humour; No. 13, a brilliant and effective piece ; 
No. 14, in the style of a scherzo; No. 15, singing and 
expressive ; No. 16, arpeggio in both hands, requiring a 
smooth and absolutely cohesive performance ; No. 17, a 
melodious romanza; No. 18, energetic and pleasantly 
animated ; No. 19, the expression of obstinacy has to be 
well given; No. 20, a kind of song without words.; 
No. 21, an excellent study for phrasing. 

Book VI. 17 Melodic Studies. Op. 194. No. 1, swift 
and cheerful; No. 2, neat, precise, and pleasing ; No: 3, 
velocity and brilliancy ; No. 4, the left hand crossing over 
the right, a technical figure similar to that in Hummel’s 
“Fantasia,” Op. 18; No. 5, swift and brilliant broken 
chords in both hands; No. 6, a shake-study; No. 7,a 
kind of romanza, the left hand must be played with great 


‘expression ; No. 9, very brilliant and, highly effective ; 


No. 10, rapid chords, requiring great distinctness and 
crispness. 

Book VII. No. 10, exceedingly brilliant and ‘ies 
No. 11, shakes in different forms; No. 12, study tor 
velocity ; No. 13, six notes against nine, the melody must 
be. well sustained and the chords in the left hand have to 
be entirely independent ; No. 14, study for the left hand ; 
No. 15, octave-study ; No. 16, dotted chords, sharp and 
crisp; No. 17, legato movement with great expression in 
the melody. STEP IV. 

Book VILI. 14 Melodic Studies intwo books. No. 1, 
great swiftness and absolute certainty of attack ; No. 2, 
in the style of a scherzo, an excellent rhythmical study ; 
No. 3, broken chords quickly performed ; No. 4, neat, 
elegant, and animated ; No. 5, legato and well sustained ; 
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_No, 6, chromatic scales ; No. 7,a distinguished and noble 
andante, interrupted by a fiery fei mosso in the minor 
key, a superior study. 

Book 1X. No. 8, very brilliant and full of fire ; No.9, 
swift and light broken chords; No. 10, octave study, 
exceedingly useful as a wrist study; No; 11, a kind of 
10manza, in which the melody is distributed between the 
two hands; No. 12. the melody is entrusted to the left 
hand, whilst the right hand performs broken chords, 
exceedingly elegant and effective; No. 13, broken 
octaves; No. 14, full of fire and animation, may be re- 
commended for solo performance. 

Book X. 12 Melodic Studies in two books. Op. 196. 
No. 1, study in triplets; No. 2, very gay and thoroughly 
bright ; No. 3, an excellent rhythmical study of great 
brilliancy ; No. 4. full of passion»and excited feeling ; 
No. 5, a kind of “tremolo” study, very effective and well 
adapted for a solo perfermance ; No. 6, the first of the 
group of four notes must be given with a decided accent. 

Book XI. No.7, a rather difficult study in double 


notes; No. 8, legatos in both hands; No. 9, requires. 


great smoothness and accuracy, not less a very discreet 
use of the pedal ; No. 10, this elaborate study fills not 
less than ten pages, but as it requires a great speed and 
brilliancy it will not appear to be too long—the student 
is advised to practise the figure at first with a very light 
hand; No. 11, study of so-called “blind” octaves ; the 
notcs in the left hand must be somewhat shorter than 
those of the right; No. 12, study in thirds, a gentle 
turning in of the hand will assist to gain evenness and to 
avoid anything resembling jerkiness. 


STEP II. 


Krug, D. Op. 255. “Wreath of Songs.” This practi- 
cally written collection embraces twenty numbers, which 
present a great variety, for popular as well as operatic 
songs are introduced. The plan followed by the experi- 
enced composer is to give first the melody in a simple, 
and to enrich it afterwards in a fairly brilliant and 
effective, manner. Each piece is of moderate length, 
filling only five pages. 

Rummel, J. “Les Perles du Jour.” The intention of 
‘this collection is to simplify celebrated and popular 
pieces in order to make them practicable for less ad- 
vanced performers. * Among the most welcome will be 
the world-wide-known “ Valse-Caprice,” by A. Rubin- 
stein, and the charming “ Nocturne” by the richly gifted 
Xaver Scharwenka. 

Brooks, Walter. “Feu follet” (Will 0’ the Wisp). 
Air de Danse. With regard to rhythmical expression, 
this bright and unaffected piece belongs to the style of 
the gavottes, bourrées, or rigaudons. The performer 
will do well to play it in a crisp, bold, and frank manner, 
in order to obtain the necessary effect. ; 

Eyken, G. J. van. “Six Movements from the Suites for 
Violoncello by.Seb. Bach.” It is but natural that the 
suites of Bach, which are heaid so seldom on the instru- 
ment for which they were written by the illustrious and im- 
mortal composer, and have been arranged in different ways 
(difficult and very difficult), should also be presented in 
an easy manner, and this purpose has been attained by 
Van Eyken. The harmonies have been supplemented 
in a thoroughly judicious manner, far from presenting 
any anachronism, which is so painful to a well-educated 
ear. It is superfluous to speak of the wonderful plastic 
and formal perfection, of the nobility and freshness, the 
charm and quaintness of the melody, which all of Bach’s 
compositions possess in a higher or lesser degreé—suffice 
it to say that the naturalness and vigour of this music is 
the best antidote for a sentimental or affected style.} 





Pauer, E. “24 Etudes faciles et mélodiques.” This un- 
pretentious collection of easy studies will be acceptable 
for its offering to young people the chief and principal 
features of technical execution. With regard to practical 
and educational purpose, every experienced teacher will 
admit that the young student cannot soon enough be 
introduced into the fields of technical execution, which 
have to be traversed in order to become efficient; in 
later years it will be gratefully acknowledged that the 
foundation of cleverness has been found in easy studies. 

Kafka, J. “La Rose des Alpes.” Idyl in D major. 
The air has a national Styrian character; it is singing, 
agreeable, popular, and its construction natural and 
simple. Towards the end the composer introduces a 
few slight variations, which make the end more brilliant. 

Clark, Scotson, ‘Tarantella for small hands, in c. A 
very easy, entertaining, and useful piece. 

Kirchner, Fritz. Valse. Op. 239, No. 2. The first 
part, in E flat, reminds involuntarily of a celebrated valse 
by Johann Strauss, jun., which has also been transcribed 
for the piano by Tausig. But no fault ought to be found 
for this perhaps unknown affinity or likeness—the old 
French proverb says: ‘“ Les beaux esprits se recontrent.” 

Liéschhorn, A. “Three Instructive Sonatas.” Op. rot, 
No. 1,C major. The sonata has three movements—an 
Allegro con fuoco,an Andante in A minor, and an Allegro 
scherzando in C. Nothing but excellent work can be 
expected from such an experienced author, and therefore 
the sonata is highly to be recommended as a most useful 
and agreeable piece for teaching. ‘ 

No. 2 in A minor. A slightly animated movement, 
very melodious and engaging, represents the first part of 
this Sonata. The student is sure to play it with much 
zest, and will like to practise it. An Andante con moto (in 
F) very captivating, and a highly spirited “ Vivo,” are the 
other parts. 

No. 3 in D. The first movement is rather brilliant 
and effective. An Andante sostenuto, interrupted by a 
Pit mosso, offers excellent opportunities to study diversity 
of style. The Finale, Allegretto grazioso, is a capital 
piece for learning to play from memory. One of the best 
features of the three Sonatas is the excellent symmetry of 
form in which all movements are written. 

(To be continued.) 








Correspondence, 


To the Editor of the MONTHLY MUSICAL RECORD, 


DEAR SIR,—Your kind notice of the Edinburgh Bach 
Society’s Concert in last.month’s issue has brought me 
more than one inquiry about the society and its method 
of working. Will you allow me to state as shortly as 
possible that the society was founded four years ago as 
an extension of the Edinburgh Amateur Bach Club. The 
membership of the club rose during its one session from 
twenty-five to thirty-three, and the menibership of the 
society has risen from sixty (1888) to over two hundred 
(1892). The society holds six fortnightly meetings (March 
to May of each year), at which Bach’s compositions are 
played and expounded and papers are read. At the 
annual concert last year many of the public had to be 
refused admittance for want of spacein a hall which holds 
nearly five hundred people, and this year the Queen Street 
Hall, which holds fully nine hundred, was well filled. The 
kindness of professional members allows of a low price 
for admission (Is.) to a high class of performance, and 
hitherto our efforts have met with a success which is 
surprising. The annual subscription is only 5s., for pro- 
fessional members 2s. 6d. Professor Spitta, Dr. Joachim, 
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Dr. A. C. Mackenzie, Professor Villiers Stanford, and 
others, are among the honorary members of the society.— 
FRANKLIN PETERSON, Hon. Sec. 


Yours, faithfully, . 








LETTER FROM LEIPZIG. 


THE most interesting event of the month was the concert given 
by the Amsterdam choir, conducted by Herr Daniel de Lange, 
which passed through Leipzig on its way to the Dramatic and 
Musical Exhibition at Vienna. The choir is quite a small one, 
numbering in all some fourteen persons ; but its members are all 
accomplished soloists. It includes the famous baritone, Herr 
Messchaert, who appeared at the Gewandhaus last winter with 
conspicuous success. So small a body of singers must neces- 
sarily lack something in volume, but for delicacy and refinement 
it is absolutely without a rival. The choirs of the Sistine 
Chapel, of Berlin Cathedral, of our own St. Thomas’s, of the 
Chapelle Russe, are all eclipsed by this tiny band of Nether- 
landers. The concert had not been advertised, so there was 
only a very small audience. It was a great pity, for I never 
before heard more beautiful singing. The choir confined itself 
to sacred music, and that exclusively of home growth. This 
last restriction was unnecessary. Dutch church music of the 
fourteenth and fifteenth centuries is very interesting from an anti- 
quarian point of view, but I should have preferred an admixture 
of more modern compositions. Some of these ancient works 
were, however, truly beautiful, notably a three-part ‘‘ Agnus 
Dei” by Obrecht and a setting of the 118th Psalm by Sweelinck. 

Another concert which failed to attract a large audience was 
that of the Liszt Society. The programme included a new 
symphony by Mr. August Klughardt. This work, like most 
other orchestral compositions of the rising generation. is strongly 
marked with the Brahms influence. It is a scholarly work, 
worth the hearing, and was received with great applause by the 
audience. Enthusiastic applause is a marked feature of the 
Liszt Society’s gatherings. They applaud everything that is put 
before them without the slightest discrimination. How dif- 
ferent it is at the Gewandhaus! The audience there is almost 
too critical, and is chary of applause, even when it might with 
justice be lavishly bestowed. Another orchestral novelty at this 
concert was ‘‘Orpheus Klage und Liebesgesang in der Unter- 
welt,” by Conrad Ansorge, a piece remarkable for its poverty in 
ideas, a defect which the composer vainly tries to hide by 
tremolos and other tricks of instrumentation, such as Liszt was 
wont to use for the same purpose. Herr Stavenhagen played 
Liszt’s dizarre Concerto in A, and some variations of the same 
composer on an ancient “ Dies Irz.” For the Jatter he was en- 
cored, The band of the 134th Regiment (which, like most of 
its class, is weaker in the strings than in the wind) supplied the 
orchestral music. The vocalist was Fraulein Louise Schiirnack, 
an excellent contralto belonging to the Coburg Royal Opera. 
Her selections were not good, but were rendered with as much 
taste and feeling as they would allow. 

The Leipzig Press Society (corresponding with your Institute 
of Journalists) recently gave a grand concert at the Albert Hall 
in aid of the funds of the society. The principal orchestral items 
were Reinecke’s Friedensfeier overture, the prelude to the 
second act of Der Gouverneur von Tours (also by Reinecke, 
who conducted both), and Wagner’s ‘‘Kaisermarsch.” <A 
youthful ’cellist named Briickner, who is a pupil of Herr Julius 
Klengel, contributed solos by Molique, Popper, &c., and Fraulein 
Calmbach and Fraulein Eibenschiitz sang some duets with words 
by Miss Kate Greenaway and music (which scarcely suited the 
words) by Ernst Frank. Frau Baumannand Herr Demuthalsosang. 

I may mention, e passant, a concert given in honour of Herr 
Professor Dr. Reinecke’s birthday, by students of the Con- 
servatoire, and conducted by Herr Hans Sitt. ‘The programme 
was made up entirely of compositions by Reinecke. First there 
was the overture to Der Gouverneur von Tours, played by the 
Conservatoire band, numbering eighty performers. Then 
followed the Concerto in c, admirably played by Herr Consolo, 
of Milan. The introductions to the fifth act of Avg Manfred 
and the second act of Der Gouverneur von Tours were also in 
the scheme, The latter is well adapted for concert performance, 
and will probably soon find its way to England, 


OUR MUSIC PAGES. 


Two songs, the words by Shelley, are given in this 
month’s Music Pages : “The World’s Wanderers,” composed 
by T. Chapman, and “A Widow Bird sate Mourning,” 
composed by Emil Kreuz. They are referred to in the 
article on Percy Bysshe Shelley, page 170. 








Rebiews of Hew Music and Hew 
€nvitions, 


Wanderstunden : 4 Klavierstiicke. Op. 204. Von ANTON 
STRELEZKI. (Edition No. 6,463; net, 1s.) London: 
Augener & Co. 

EACH of the four pieces contained in this book has its 
individual charm ; the first, with its plaintive theme, the 
second ( Vivace assaz), with its well-marked scherzo move- 
ment, the third, with its sweet song, and the fourth, with 
its lively and hilarious movement. They are composed 
in the style of Stephen Heller. 


By the Seaside. Six melodies for the pianoforte by 
LEONARD GAUTIER. 1, The Wave; 2, The Light- 
house; 3, The Castle by the Sea. London: 
Augener & Co. 

THESE pieces are pretty and easy. No. 1 is a melody, 

accompanied by broken chords and arpeggi for the right 

hand, which might account for its name. No. 2, although 
an effective little piece, is not in any sense characteristic, 
and might bear any name as suitably as the “ Lighthouse.” 

But then, who could write a piece of music to depict a 

lighthouse? No. 3, a march, is also a melodious com- 

position, but the passage in contrary motion at the end 
of bar 7 is harsh, and should be altered. 


Morceaux pour piano par ANTON STRELEZKI: Taren- 
telle en rE mineur ; Valse intime. London : Augener 


& Co. 
STRELEZKI gives us two new salon pieces this month, 
which are in every way equal to the many pleasing works 
already given to the public from his pen. The only diffi- 
culty that will present itself to players of these is the 
occasional wide skips, principally in the left hand ; other- 
wise all goes smoothly enough. 


Evviva Napoli. Tarantella for piano by FRITZ KIRCH- 

NER. Op. 405. London: Augener & Co. 
THE title of this piece leads one to expect a composition 
full of the wild spirit and enthusiasm which generally 
pervades a tarantella, but beyond the fact that it is in & 
rhythm, and marked Molto vivace, con fuoco, we should 
fail to recognise it. It really is a very light, tuneful piece, 
evidently written (to judge by the trio) for small hands. 
The octaves in the second eight bars from the beginning 
will, however, be found difficult by those who take this 
composition in hand. 


Morceaux mélodieux. Duos pour deux pianos. Op. 174 
Par C. GURLITT. (Edition Nos. 6,701, 6,702, 6,703 ; 
each, net, 1s.) London: Augener & Co. 

THE first set of Gurlitt’s progressive duets for two pianos 

comprises eight pieces in three books. They are tor the 

young, being very attractive, and presenting no difficulties 
of any kind, and as nothing is better calculated to briny 
out the musical ability than exsemd/e playing, we think 
these compositions deserve to be placed in the front rank 
of instructive works. They should be found particularly 
suitable for school and academy work when two pianos 





can be placed together. 
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Three Rondos. Duos pour deux pianos. Op.175. Par 
C. GuRLITT. (Edition Nos. 6,704, 6,705, 6,706 ; 
each, net, 1s.) London: Augener & Co. 

THREE rondos form a second set of pieces for two pianos, 

They are more interesting than the eight pieces because 

the composer allows himself more scope, which gives a 

little more work to each player. Still they are easy 


pieces, and will be welcomed at holiday and Christmas 
time in affording our boys and girls an opportunity of 
adding an effective item to the programme. 


Fantaisie sur un air original. Duo pour deux pianos. 
Op. 176. Par C. GURLITT. (Edition No. 6,707 ; net 
1s.) London: Augener & Co. 

HERE we have a piece a degree more difficult than the 

three rondos, and one which is evén more suitable as a 

programme piece, its style being more ambitious, though 

by no means difficult, and when put in the hands of players 
sufficiently advanced, will prove its own reward. 


Four Pianoforte Duets. Op. 24. By MARIE WuRM. No. 
1, Gavotte; No. 2, March. London: Augener & Co. 

WE can recommend these two pretty duets as being 
particularly suitable for a very young player and either a 
more advanced player or the teacher. The primo part is 
written within the compass of five notes ; in this the com- 
poser shows much ingenuity, Of the two we prefer the 
march, which, we. notice, has also been arranged for 
piano and violin. 

Symphonies. By W. A. Mozart. Arranged for piano- 
forte duet by MAX PAUER. No.5,in D. (Edition 
No. 8,588¢; net, rs.) London: Augener & Co. 

THIS is the symphony known as the “ Hafner,” because 
it was composed in 1782 for the wedding of a daughter of 
the Hafner family, of Salzburg. Its original form was 
that of a serenade in six movements, but in the following 
year Mozart reduced it into its present ordinary symphonic 
form in order to have it played at a concert in Vienna. 
Of this charming work it was recently said by an eminent 
authority, that “on account of its spontaneity, its com- 
pactness of form, its vigorous and tuneful character, this 
symphony has so long been regarded by Mozart’s ad- 
mirers as among the best of his orchestral works that 
one cannot but feel surprise that it should not have been 
made more generally familiar.” -Let us hope that the 
issue of the work in this convenient form will do away 
with the reproach. wae 

Petits morceaux pour le violoncelle avec accompagnement 
du piano par W. H. SQUIRE. 3, Le plaisir; 4, Le 
bonheur ; 5, L’innocence. London : Augener & Co. 

THREE very useful teaching pieces in the first position. 

Both parts are made as easy as possible, and will there- 

fore be acceptable to a large number of ’cellists who are 

still in the elementary stage. No. 4, “Le bonheur,” is the 
liveliest solo of the series, and will probably prove the 

favourite. a 


Nocturne for violoncello with pianoforte accompaniment 
by A. M. GRIMSON. London: Augener & Co. 
THIS nocturne is a very agreeable composition, and one 
which, considering its degree of difficulty, has merit far 
above the average of pieces published for ’cello. It will 
be found most useful for teaching purposes, at the same 

time being quite attractive as a sa/on piece. 


M, Moszkowski’s “ Russia” arranged for violin and piano 
by E. THoMas. London: Augener & Co. ° 

THIs is an arrangement of one of Moskowski’s charming 

pieces, Op. 23, written originally for pianoforte (four 


hands). It is: pleasing to note that it loses none of its 
verve by this transcription, which holds very faithfully to 
the original ; and as it lies exceedingly well for the violin, 
it is quite as effective as the well-known arrangement of 
the Spanish dance in Cc. The violin part is carefully 
fingered and bowed, which is a great:advantage. 


Highland Ballad for violin with pianoforte accompani- 
ment. Op. 47, No. 1. By A. C. MACKENZIE, 
London and New York: Novello, Ewer, and Co, 

THIs is a very beautiful piece, full of feeling and imagin- 

ation, and rich with evidence of its composer’s ripe 

musicianship. It forms a worthy companion-piece to the 
now popular “Pibroch,” over which, however, it has an 

advantage—that of being much less difficult. ‘After a 

charming introductory Zezto of contemplative character, 

the chief theme is heard—a plaintive melody, the voice, 
as it were, of one who has been made sympathetic, but 
strong also, through suffering. The third section is more 
rhapsodical and abounds in brilliant effects for the solo 
instrument. The pianoforte accompaniment, an effective 
arrangement of the orchestral score, needs an experienced 
player. Dr. Mackenzie has dedicated the “ Highland 
Ballad” to Pablo de Sarasate. 


Night and Morning. Song. Words by E. NESBIT. 


Music by NOEL JOHNSON. London: Woolhouse. 
A SIMPLE, unpretentious melody, marked by considerable 
feeling, is set to graceful words, which begin, “ Sleep, 
baby, sleep!” and may therefore be termed a “ lullaby.” 
The accompaniment is easy and sufficiently effective. 


Communion Service in C for four voices and organ. 
By E. SiLas. Adapted to English words by the 
Rev. W. RUSSELL. London: Novello, Ewer, & Co. 

THIS is an arrangement from the full score, which is still 
in MS., of a Mass written for the great international 
competition of sacred music held in Belgium in 1866, 
and which gained the first prize, consisting of a gold 
medal and 1,000 francs. That it is a work of high 
merit is sufficiently attested by the fact that on the 
occasion in question there were seventy-six competitors 
of twelve different nations, There are ten numbers, which 
reveal in ample measure the composer’s well-known 
melodic gifts and great contrapuntal skill. The vocal 
passages are “grateful” to the singers, and the accom- 
paniments, while exceedingly effective, present no dif- 
ficulties that need stand in the way of adequate per- 
formance even under ordinary conditions. 


Four Lieder by HEINE for voice with pianoforte accom- 
paniment by C. A. LipGry. Op.6. (Edition No. 
8,855; net, 1s.) London: Augener & Co. 

THESE songs show clearly enough that their composer 

has talent of an order far from common. They are un- 

conventional, both as regards melody and harmony, but 
this quality manifests itself without the least suggestion 
of eccentricity. With too many of our young composers 
the new is merely a negative virtue, arrived at by avoid- 
ance of the old, In this case the composer is natural 
and new at the same time. This is a rare achievement, 
and as such we give it greeting. Let us say at once, 
however, to avoid misunderstanding, that these songs 
are not intended for the “popular” ear: they appeal to 

‘those who expect music to reveal the inner significance 

of the poetry to which it is set—not to the seeker after 





| striking “tunes,” Verd, sap. 
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THE WORLDS WANDERERS, 
by 
THOMAS CHAPMAN. 


Con fuoco. 


TENOR. 
(or Soprano) 
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Tell me,thou star, 
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A WIDOW BIRD SATE MOURNING, 
by 
EMIL KREUZ. 


Andante. 
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Grand Trio.en UT pour violon, viola et piano.. Op.. 103. 
Par IGNAZ LACHNER.. (Edition No». 5,278 ; net, 4s.) 
London ; Augener & Co. 

WE find in all Lachner’s trios for this combination of 

instruments the most effective ensemble writing, each part 

being distinctly appropriate for its instrument. Through- 
out the piece the players are kept interested in their 
respective parts, without having more than an occasional 
few bars rest. This trio opens with a short movement, 

Andante grave, which leads into an Allegro. The themes 

are light and joyous, and the whole composition reminds 

us greatly of Mozart’s style. The second movement is 

an Andantino, very graceful and flowing, followed by a 

Minuetto of the old school, with a running subject for 

piano in the trio. The last Allegro starts with a playful 

subject which contrasts well with the marked character 
of the second subject ; this is led off by the violin, and 
answered by the viola, followed by an expressive part for 
violin accompanied by piano, The rest of this move- 
ment is worked out much in the usual manner, and 
finishes very brightly with a dash at the first subject. 

It is altogether easier than Lachner’s first trios, but is 

none the less charming on that account. Violists ought 

to feel gratified by this addition to their réfertoire. 


Biographical Dictionary of Musicians. 
CUMMINGS, _ Novello, Ewer, & Co. 
IT is very questionable whether the word “ biographical” 


By W. H. 


is properly applicable to such a dictionary as this, which 


is merely a dictionary of names of creative and executive 
musicians, with the years of birth and death, and a few 
abbreviations appended to each name to tell whether 
the person was a composer or pianist or violinist or 
writer, and so forth. As a rule, each person has one line 
only, and never more than two. Such a work, well 
executed, might conceivably. have some small value, as 
handy for reference, but we regret to say that Mr. 
Cummings’ work is not well executed. What information 
it does give is not indeed often erroneous, but very often 
incomplete, to a degree quite inexcusable, and the 
number of famous musicians omitted is positively shock- 
ing. To take our own country first, we do not find 
MacCunn, Cliffe. Lamond, Alg. Ashton, Gerard Cobb, 
C. Wood, C. L. Williams, E. Kreuz, and scores of others 
of distinction ; but, to do the author justice, he has given 
a large number of composers of the Capellmeister type, 
for whom he seems to have a special affection, and it is 
chiefly in this department that we find signs of that 
“laborious time and trouble” of which he speaks in the 
preface. Foreign musicians are quite as much ignored. 
Paderewski, Mascagni, Messager, R. Strauss, Josef 
Hoffmann, Hegner, Chabrier,, Noskowski, F. Thomé, 
Wormser, Hans Sitt, and N. von Wilm, are a few speci- 
mens of the composers of whom: Mr, Cummings takes no 
notice. Female composers and artists are almost non- 
existent for the author; there is no-mention of Miss 
Dora Bright or Rosalind Ellicott or Augusta Holmés or 
Mlle. Chaminade, nor of such pianists as Miss Fanny 
Davies and Mlle. Clotilde Kleeberg, or such vocalists 
as Madame Nordica, Mrs. Henschel, and Rosa Sucher. 
No dates of death are given for César Franck, Delibes, 
Verhulst, Semet, Nessler, and many others’ who have 
died within .the last few years, and wrong dates of 
birth are given for Auber, Bellini, Rubinstein, J. O. 
Grimm, &c. For conductors Mr, Cummings has not even 
thought it worth while to invent an abbreviation, and 
hence we have Sir M. Costa described only as a com- 
poser, Sir C. Hallé only as a pianist, and. more absurdly 
still, MM. Colonne and Lamoureux are put down simply 





as violinists; The academic tendency of the author’s, 
mind: is amusingly exhibited when we find Joachim and 
Richter described as “ Mus. Doc. Camb,” One entry is 
“ Rudolph, Johann Joseph Rainer”; who could guess that 
this means the Archduke Rudolph, the friend, pupil, and 
patron of Beethoven? Female names are also a serious 
stone of stumbling to the author ; thus we have “ Zant, 
Van Marie,” and “ Reicher, Hedwig Kindermann,” both 
entirely misleading forms of the proper names. Alto- 
gether, Mr. Cummings’ book is far inferior to the very 
similar work of Mr, David Baptie, published three years 
ago. 








@peras and Concerts, 


THE NIBELUNGEN RING. 


WE do. not remember so active an opera season as during the 
last month. German, French, Italian, and even English works, 
have been included in the comprehensive scheme of Sir 
Augustus Harris, who may certainly be said to have beaten the 
“record” of all previous operatic managers. A triumphant feat 
has been the performance of the Azbelungen Ring. At first he 
gave Siegfried as a taste of the’quality of the Hamburg artists, 
who were extremely well received. This was followed up ‘by 
the series complete, commencing of course with Rheingold, the 
performance making a very favourable impression. ‘The con- 
ditions observed at Bayreuth were followed, and the audience 
sat patiently in the darkened theatre, paying the fullest atten- 
tion to the proceedings on the stage. We shall endeavour to 
give the most impartial idea in our power as:to the results. It 
is always advisable to take a calm, and as far as possible, an 
unprejudiced view of musical matters. - How entirely some- 
times partizanship blinds us to the right estimate of things : we 
have seen during these operatic representations, which we have 
duly attended from first to last, the most extraordinary enthusi- 
asm on the one hand contrasted with frequent condemnation 
unjust and illiberal on the other. The truth lies between these ex- 
‘tremes. We have heard critics declare that the German artists could 
not sing at all, and that nothing but ugliness in the music and 
repulsiveness in the subject could be found in the Wibelungen 
Ring. Let us first concede that Wagner has undoubtedly 
pushed his theories as far as music can well endure. Admit 
that, and then consider what he has given to art. When a 
man of genius overleaps the party walls of tradition and con- 
ventionality, and presents something of an entirely novel 
kind, he must be allowed to speak in his own manner and with 
his own tongue. Possibly the time will come when the scores 
of Wagner, like those of other composers, will have to submit 
to some condensation. Five hours for a single performance, is’ 
more than most opera-goers can endure, even when the work 
is the result of genius and originality. Following the highly 
satisfactory performance of Kheingold came on June 29th Die 
Walkiire, in which Herr Max Alvary was most admirable as 
Siegmund. Without being quite equal to some of the Italian, 
French, and English tenors in.vocal art, Herr Alvary put 
most of them in the shade as an actor. He played in this and 
all the operas with great energy and variety, marking the 
‘distinction between the characters in the different works with 
true art. Herr Reichmann as Wotan and Herr Wiegand as 
Hunding, were seen to advantage, and Fraulein Bettaque, as 
.Sieglinde, by her refinement, good singing, and artistic acting, 
did much to soften the objectionable nature of the plot. The 
power and effect of many portions of the music, heard for the 


first time by the bulk of the audience, made a great impression, 


especially the fine duet of the lovers, and the weird ‘* Ride of 
the Walkyries,” the novel effect of which startled some ac- 
customed to the sugary strains of Donizetti and Bellini. 
On Wednesday, July 6th, Szegfried was performed in its 
legitimate place, Herr Max Alvary being again the repre- 
sentative of the hero. His singing and acting in the ** Sword 
Scene” justly evoked the warmest applause, and the fine 
music of the forest scene was a revelation to many of. the 
audience, Frau Klafsky, who has such a high reputation as a 
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vocalist and actress, made a deep impression by-her fine 
rendering of Brunhilde, which had before been sustained by 
Frau Sucher, who was recalled to Germany. On July 12th the 
Nibelungen Ring was brought to a close by a very artistic 
performance of Lie Gétterdammerung, in which Herr Alvary 
again with great success represented Siegfried, and the cast 
was greatly strengthened by the appearance of Frau Klafsky as 
Brunhilde. She was more successful than in any previous 
character. The scene between the heroine and her lover when 
Siegfried, under the influence of the magic potion, fails to 
recognise Brunhilde, was one of the finest operatic per- 
formances we have seen, and in the conclusion when Brunhilde 
Jeaps into the funeral pyre prepared for the dead hero, Frau 
Klafsky justified all that has been said of her acting and singing, 
and showed herself to be a really splendid artist. ‘he other 
performers were all efficient, and some of the more dramatic 
passages, especially the finale, evoked great enthusiasm. The 
funeral march for Siegfried, one of the noblest inspirations 
ever given by a modern composer, touched all hearts and 
delighted all ears. This one item would be sufficient to prove 
Wagner’s claims to his high place amongst musicians. Ke- 
apecting the impression made by the series of performances, 
there can be no question that Wagner will stand still higher in 
the opinion of the musical amateurs of London who have 
heard the work for the first time., It has taken a deeper hold 
than when performed at Her Majesty’s Theatre ten years ago. 





FRENCH AND ITALIAN OPERAS, 


A REVIVAL of Meyerbeer’s Le Prophite at the close of the 
preceding month introduced M. Jean de Reszke as the mock 
are a character he played with much power, and Madame 

eschamps-Jehin, the wife of the clever French conductor, was 
very fine as Fides. On July 2nd Wagner’s Lohengrin was 
heard, with Madame Nordica as a very acceptable Elsa. This 
lady acted with much charm. as the heroine, and sang the 
music well. Mlle. Giulia Ravogli has not often been 
equalled as Ortruda. ‘ M. Lassalle was a fine Telramondo, 
and the King of M. Edouard de Reszke was a splendid 
performance. M. Van Dyck, if not an ideal Lohengrin in appear- 
ance, sang the music with admirable effect. A revival of 
Verdi’s Aida, unquestionably one of the best of modern Italian 
operas, was an interesting contrast to the opera of Wagner. 
The performance was noteworthy also as introducing the young 
Scottish Zrima donna, Miss Macintyre, in the character of the 
heroine. When Miss Macintyre is able to produce as much 
effect by her acting as by her charming voice, she will be a 
brilliant operatic heroine. At present her histrionic powers are 
not fully developed, but she was well received. Mile. Giulia 
Ravogli was admirable as the jealous Amneris. M. Edouard 
de Reszke made a magnificent High Priest, and M. Maurel 
acted remarkably as the Assyrian King. A great feature of 
the season has been the successful production of M. Bemberg’s 
Elaine. The composer, educated at the Paris Conservatoire, 
gained the chief prize there, but the jealousy of Paris musicians 
eros: his receiving what he had justly won. However, he 

ad received valuable instruction and kind assistance from 
Gounod, Massenet, and other generous French composers, 
who, setting aside national rivalry, helped the young composer 
on his way, i/aine was to have been one of Mr. D’Oyly 
Carte’s ventures at the Royal English Opera (unlucky title), 
but owing to its failure Sir Augustus Harris undertook to 
produce it at Covent Garden, where it has proved a decided 
attraction. M. Paul Ferrier has arranged a fairly good libretto 
in which the more striking incidents in the famous poem of 
Lord Tennyson are effectively introduced, and the charming old 
Arthurian legend serves admirably as an operatic story. M. 
Bemberg was indeed fortunate in his interpreters, for example, 
Madame Melba made an ideal Elaine, giving to the character 
all the charm of a beautiful stage presence, an exquisite voice, 
and capital acting. M. Jean de Reszke was Lancelot, and 
was a very picturesque exponent of the fickle knight, but it 
was with some effort the tenor undertook the part as his voice 
has suffered all the season from the hard work of his tour in 
America. M. Edouard de Reszke was admirable as the 
Hermit, and the other performers were all efficient. M. 





Bemberg’s opera has attracted much attention, owing to the 
fact that he ine attempted a compromise between the systems 
of Wagner and the older composers. M. Bemberg has written 
pretty melodies and tuneful choruses, and his music has con- 
siderable dramatic feeling. . On July 7th Beethoven’s Fidelio 
was performed by the German company, Frau Klafsky giving 
proof of her high capacity as the heroine. We have seen no 
prima donna since Mlle. Titiens who so satisfactorily repre- 


sented the devoted wife. A fairly good performance was — 


given by the other artists. The German performers, in 
addition to their labours at Covent Garden, have given re- 
presentations at Drury Lane. Among these may be named 
Nessler’s light opera, Zhe Trumfeter of Sakkingen, which 
besides having been popular for the Jast ten years in Germany, 
has had a good run in the United States. The Wagnerites 
could hardly tolerate this work, which aims at little more than 
being tuneful and humorous. It is not exactly a comic opera, 
yet approaches pretty nearly to that designation. Without any 
striking pretensions it may be pronounced clever of its kind, 
and considering the great variety of musical tastes, there was 
no reason why Nessler’s lively work should not be played with 
others. Those who wanted something graver in style had 
Beethoven's Fidelio or the passionate and intensely dramatic 
love music of Zristan und J:olde, the performance of which 
opera has been a revelation to many, as it was almost unknown 
in this country. One of the latest of the opera performances 
we can refer to is that of Zannhduser, of which a good render- 
ing was given by the German artists on the 16th. Besides the 
works named, Mozart’s Don Giovanni and Norse di Figaro have 
been performed, and nothing has been more remarkable than 
the large audiences attracted by all works good of their kind. 
Thus while crowds came to Gounod’s Faust‘, crowds also came 
to Wagner’s operas, and the theatre was quite as well filled by 
those who appreciated Mozart, and the newest composer, 
M. Bemberg, had an ample number of admirers. Last of all, 
upon the verge of the closing season, came a performance of 
Mr. George Fox’s Nydia, or The Blind Girl of Pompeii, at 
Drury Lane. This was given in English, and was originally 
performed, a short time since, at the Crystal Palace. it is a 
work of much merit, but would be improved by condensation. 


RICHTER CONCERTS. 


Tue last of the series of Richter Concerts was given on Mon- 
day, July 2nd, at St. James’s Hall, there being a very large 
audience. The admirable conductor had a most enthusiastic 
reception, and the programme was an interesting one, including 
the opening scene from Wagner’s Rheingold, in which Mesdames 
Amy Sherwin, Fischer, and Barnard, sang most agreeably as the 
Rhine Maidens, and Mr. Andrew Black represented Alberich 
effectually. Madame Nordica also distinguished herself in the 
final scene from Gotterdammerung. The orchestra gave an ex- 
cellent rendering of the overture annhduser. Dr. Kichter may 
be congratulated upon the success of the season in spite of many 
adverse influences, while his own popularity was never more 
clear. It only needed to hear the hearty cheers with which he 
was greeted to prove how welcome his next visit will be. 


SIR AUGUSTUS HARRIS’S CONCERT. 


OncE upon a time operatic concerts used to be the most 
popular of any, but it seems that time has passed, for although 
the enterprising lessee of Covent Garden has given concerts at 
St. James’s Hall at which the best of his operatic artists have 
been heard, it can hardly be said that the general public have 
taken them up with much heartiness, It is true there were 
many visitors, but not in proportion to the musical attractions 
offered. Curiously enough, hackneyed items have as a rule 
been the most popular. At the concert on July 6th, for example, 
the sisters Ravogli sang the duet ‘*Giorno d’orrore” with 
great success. Miss Macintyre took the place of Madame Calvé, 
and sang the air ‘* Voi lo sapete” from Cavalleria Rusticana 
with so much effect that she was encored. Madame Eames sang 
beautifully in two songs of Schumann. Madame Deschamps- 
Jehin was heard in the grand air from Gounod’s Reine de 
Saba, a work becoming popular in the concert room ; she sang 
with fine dramatic and vocal art. Mlle. Arnoldson, M. Maurel, 
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M. Lassalle, and other artists from the Opera, gave songs in their 
best style, and Madame Nordica was the most successlul of any 
in her rendering of the brilliant air from the //érodiade of Mas- 
senet.. She was rapturously encored: she declined the com- 
pliment, but returned no less than four times to the platform in 
response to the applause. 


JUDAS MACCABEUS. 


CoMING so late in the month, we could only glance at the 
Crystal Palace performance in our last issue, but it was a worthy 
and highly successful rendering of Handel's oratorio, which was 
composed at the request of the Prince of Wales to celebrate the 
return of the Duke of Cumberland from the battle of Culloden. 
Special praise was duc to the excellent work done by Mr. Manns 
as conductor, and the fine singing of the choir was the theme of 
commendation. Madame Albani employed her powerful high 
notes with splendid effect, as did Mr. Edward Lloyd in the 
martial air ‘‘ Sound an Alarm,” which he gave with extra- 
ordinary vigour. Mr. Santley was in good voice also, and 
Madame Patey and Madanie Clara Samuell distinguished them- 
selves. Mr. Maldwyn Humphries as second tenor also acquitted 
himself extremely well. Mr. Manns had got his forces into ad- 
mirable training, and the tone produced was full and rich, while 
the intonation was creditable to our English choralists. The 
band was complete and fairly artistic in execution, and the 
interest taken in the work was proved by the fact that over 
twenty-two thousand visitors attended the l’alace. 


ROYAL COLLEGE OF MUSIC. 


On the 11th the Orchestral Concert of the Royal College, con- 
ducted by Dr. Villiers Stanford, took place at St. James’s Hall, anda 
most creditable performance was given, showing a decided advance 
in tone and execution on the part of the young orchestral players. 
Among the items was Schumann’s overture to Genouva; which 
was played with considerable brilliancy. But a more severe test of 
efficiency was the rendering of the Symphony in p of Dvofak, 
a work which tried their executive abilities fully. But they 
proved equal to the difficulties of the work and won the good 
opinion of all who heard them. A certain want of balance in 
the quality of tone was noticeable in the quintet from Deze 
Meistersinger, which was sung by Miss Maggie Purvis, Miss 
Charlotte Russell, and Messrs. Green, White, and Sandbrook. 
A vocal scena with orchestral accompaniment was performed, 
the composition of Mr. E. W. Naylor. It was written for a 
baritone voice, and was entitled Merlin and the Gleam; a 
setting of a scene from Lord Tennyson’s ‘‘ Idylls of the King.” 
Mr. Naylor possesses a considerable feeling for the orchestra, 
but as is often the case with young composers, he rather 
overloads the orchestral portion. The vocal solo was sung 
by Mr. Sandbrook with ability. Miss Clara Butt (Morley 
Scholar) sang ‘‘Che fard” with excellent taste and with a 
rich quality of voice. The chief soloist was Mr. William 
G. Spencer, who played Beethoven’s Concerto in c minor with 
capital effect. 


TRINITY COLLEGE. 


THIs institution progresses favourably, an advance having been 
made especially in the orchestral performances since Mr. 
Frederick Corder has directed this department. Overtures and 
symphonies tested the powers of the studetits, and in vocal and 
instrumental solos several of the young performers displayed 
considerable ability. ‘‘ The Roumanian Suite” of Mr. Corder 
was one of the orchestral items played. 





THE GORING THOMAS MEMORIAL, 


THE death of Mr. Goring Thomas was a great loss to English 
music, and the arrangements for celebrating his career as a 
musician are taking substantial form. On the 13th a very 
successful concert was given at St. James’s Hall, and the result 
of that and some donations enables the Committee to devote 
nearly £1,200 to founding a scholarship at the Royal Academy 
of Music. Selections from the late composers works were 


‘given at the concert. 





‘MISCELLANEOUS CONCERTS. 


THE concerts have been fewer than usual at this time of the 
year, a fact easily accounted for when we remember the adverse 
influence of election excitement.—Mr. Barrington Foote gave an 
agreeable matinée at the Lyric Club on the 4th, singiag himself 
with his accustomed ability.x—Mr. Alfred Gilbert introduced 
several of his own compositions at a concert at.Princes’ Hall 
on the 3rd. Among these a quintet in E flat with four voices 
obbligato, recalling similar compositions of Brahms, met with a 
favourable reception.—The Countess Victoria Domenici, a 
vocalist of considerable ability, who has had some successful 
tours on the Continent, gave a concert at Princes’ Hall, and 
sang with much success in several operatic pieces. —Much regret 
is expressed in tre musical world that the differences between 
Mr. F. H. Cowen and the Directors of the Philharmonic 
Society do not seem likely to be healed up, and in consequence 
we presume that our able English composer and conductor 
will cease to occupy his old post at the Philharmonic Society. 
This is a pity, as Mr, Cowen laboured zealously for the Society. 
Dr. A. C, Mackenzie has been invited to conduct the concerts, 
but many would have been glad for Mr. Cowen to remain at his 
post. But musicians are a sensitive race, and possibly Mr. 
Cowen thinks it would be undignified to yield.—M. Jean de 
Keszke was unfortunately obliged to cut short his engagement 
owing to indisposition. His voice has been unusually trouble- 
some this season.—-M. Maurel give a lecture at the Lyceum 
Theatre on the 12th inst. on the art of singing. He had many 
scientific ideas on the subject, which were heard with much 
pleasure by the audience, but it does not appear that any novel 
discovery has been made by the popular baritone. Singers, 
like poets, are *‘ born not made,” but, of course, a great deal 
can be done by good training, and many a fine voice has been 
spoiled by the forcing system.—Meetings have taken place 
of the Royal Academy and Royal College, the reports being 
very satisfactory—The Royal Society of Musicians also 
celebrated its annual festival. —Madame: Liebart’s concert was 
given at the Lyric Club on the 12th. The popular lady was 
assisted by some of her advanced pupils and by several dis- 
tinguished artists. The concert was very successful.—Madame 
Pati will give her’ concert for the benefit of local Welsh 
charities on August 11th at the Gwyn Hall, Neath. The dis- 
tinguished vocalist has by her kindness raised large sums for 
several years past to help her poorer neighbours. ‘the diva has 
been acting in some slight pieces in the pretty theatre at Craig- 
y-nos to the great delight of her visitors. 


Musical Potes, 


AN unfortunate accident to Mme. Caron caused the 
performances of Sa/ammbé at the Grand Opéra to. be 
interrupted for some time. The Director had indeed 
provided for this contingency, and was prepared with a 








Substitute ; but the composer, M. Reyer, preferred that 


the part of his heroine should be left to Mme. Caron. 
Eventually, however, he seems to have consented that 
Mile. Bréval should take the part for a time, and Mme. 
Caron is taking a brief holiday to recover her strength. 
Meanwhile, the opportunity has been utilised to bring 
forward some d¢butants : Mile. Carrére, as Marguerite in 
Faust ; M. Paulin, a tenor, as Eléazar in La Juive; and 
M. Dupeyron,a new-comer from Brussels. ‘here is still 
much talk of novelties to be produced, but at this season 
there is little chance of anything important. M. Fournier’s 
Stratonice and M. Paul Vidal's ballet, Ma/adetta, are the 
most likely pieces for the present. For the next season, 
to begin in the autumn, sume eight or nine new works 
are talked of, including the Samson et Daiila of Saint- 
Saéns, the H¢rodiade of Massenet, and a French version 
of Die Meistersinger. M. Bertrand, the Director of the 
Opéra, has “just been made Chevalier of the Légion 
@’Honneur, along with M. Charles Widor, Professor of 
the Organ at the Conservatoire, and M. Sarasate. 
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THE Opéra-Comique closed its doors for the season at 
the end of June with the 150th performanceof Massenet’s 
Manon. M, Carvalho is full of schemes for:next. season, 
when will be produced, among other: novelties, Kassya, 
the posthumous opera left by Delibes, and the Werther 
of M. Massenet, which has been so much admired and 
had such brilliant’ success at Vienna. Nevertheless, M. 
Carvalho suffers one great misfortune in the loss of one 
of his most distinguished artists, Mlle. Calvé, who has 
accepted an engagement to appear in opera in the 
United States for a period of eleven months, 

THE question of the rebuilding of the Opéra-Comique 
on its old site (the scene of the awful catastrophe of 
May, 1887), which has been so much discussed for a 
long time past, appears to be decided at last, the Chamber 
of Deputies having given its assent to a scheme pro- 
pounded by M. Guillotin, which had the approval of the 
Minister of the Interior. Unless the Senate should 
reject the plan, which is not thought probable, the recon- 
struction should begin by next year, and it is hoped that 
the new theatre will be ready for inauguration in 1894. 

A SCHEME for establishing another new Opera House, 
with the old title of “ Théatre-Lyrique,” appears to be on 
the point of realisation. The author of this scheme is 
M. Léonce Detroyat, who proposes to carry on his 
operations at the rather diminutive Théatre de la Renais- 
sance. Works of the lighter sort will form the staple of his 
répertotre,and he proposes to give great opportunities for the 
production of works by young and little-known composers. 

THE Académie des Beaux-Arts has chosen M. Paladilhe 
to fill the seat vacated by the death of M. Ernest Guiraud. 
Considering that among the candidates were MM. Théo. 
Dubois, Gastinel, Jonci¢res, Pessard, and Salvayre, the 
choice must be considered somewhat surprising. M. 
Paladilhe, who is a man of forty-eight, has produced a 
comic opera, Suzanne, and a serious one, Patric, but is 
most widely known as the author of La Mandolinata, a 
song which once had a succés de vogue. 

NONE of the candidates this year have been found to 
deserve the premier prix de Rome; but two second prix 
have been allotted to M. Busser and M. Bloch, both pupils 
of the late Ernest Guiraud. These second prix do not 
entitle the holders to a State pension and five years’ stay 
abroad. The withholding of the premier prix has happened 
two or three times in the last dozen years, and must be 
considered a rather unfavourable sign. 

M. AMBROISE THOMAS, the venerable Director of the 
Conservatoire, has recovered from his long and serious 
illness, and was warmly congratulated by his colleagues: 
on making his appearance during the examination of 
pupils in Fugue. It is hoped that he will be able to 
preside at the public distribution of prizes. 

THE biennial competition instituted by the city of Paris 
is again opened. Ten thousand francs is the sum given 
to the author of the work which is adjudged to deserve the 
prize. It must be written for soli, chorus, and orchestra, 
and be either symphonic or dramatic. Only French 
musicians can compete. 

M. ARTHUR COQUARD is the musician chosen to com- 
plete the opera La /acguerie, which M. Lalo left unfinished 
at his death. As only one act is completed out of four, 
M. Coquard seems to have an arduous task before him. 

AN interesting sale of autographs, including many 
letters of famous musicians, took place at the Hétel 
Drouot at the end of June. A letter of Méhul to Rouget 
de Lisle fetched the highest price, 57 francs. Among 
the other letters sold were examples by Grétry, Monsigny, 
Spontini, Lesueur, Boieldieu, Meyerbeer, and Wagner. 
Wagner’s letter fetched 30 francs, those of Meyerbeer 
from 10 to 25 francs each. 





Ir. was: well known that Mme. Pauline Viardot, the 
proud possessor of the autograph score of Mozart’s Don 
Giovanni, intended to. bequeath the precious volume to 
the library of the Conservatoire at her death. But instead 
of waiting for that event, she decided to hand over the 
treasure at once, and a few days ago M, Ambroise 
Thomas waited upon the famous singer and received the 
noble gift from her hands. 

M. SAINT-SAENS, the versatile, has made. his appear- 
ance as a dramatic author, having Pay published a 
comedy in one act entitled La Crampe des Ecrivains. 

Or Mlle. Marie. Delnat (whose name is really Ledant), 
the young singer who has just. made such a triumphant 
début in Les Troyens:at the Opéra-Comique, an interesting 
account is given in the French papers. Some’ two years 
ago a young girl about fifteen was servant at a small 
tavern at Meudon, near Paris. A painter, who chanced 
to be at the tavern one day, overheard her singing to her- 
self, and proposed to the tavern-keeper to have her taught 
to sing; obtaining her consent, he placed the girl with 
Mme, Laborde, who undertook her entire training. She 
was utterly ignorant of music, and could hardly read, but 
she made rapid progress, and after two years was intro- 
duced to M. Carvalho, who taught her acting, The 
success of her début is now a matter of history, and M. 
Carvalho showed his appreciation of it by doubling her 
salary on the spot. She is now only seventeen years and 
two months old. 

THE operatic season at Kroll’s Theater, Berlin, con- 
tinues with unabated activity. The latest productions 
have been revivals of Lortzing’s Wzldschiitz and Briill’s 
Goldene Kreuz, both of which were well performed and 
received with much favour. Besides these works, a 
complete novelty, in the form of a one-act romantic comic 
opera, Der Brautmarkt zu Hira (libretto by.O. Justinus, 
music by B. Zepler), was brought out with great success 
on July 5th. The story turns on the old custom of the 
Babylonian marriage-market, and is amusingly treated. 
Herr Lessmann describes the music as a little stiff and 
lacking originality, but containing several very agreeable 
numbers. The performances of Mme. Sembrich and 
Herr Botel (the “star” tenor) draw crowded houses, but 
the lady has now concluded her engagement. 

THE Hofoper concluded its season on June 22nd ; the 
first novelty of the next season, which will begin at the 
end of August, is to be Sir A. Sullivan’s Jvanhoe. Other 
new works, the production of which is contemplated, are 
Bizet’s Djamilch, a work which, after having fallen into 
almost total oblivion, is now beginning to be spoken of 
in many quarters; Alex. Ritter’s Wem die Krone? 
Genesius, the opera which Felix Weingiirtner, the active 
young Kapellmeister, has just written ; and last, but not 
least, Berlioz’s Zroyens. ae 

THERE is much difficulty about the production of Die 
Meistersinger at Bayreuth this year. It was intended 
that Herr Richard Strauss, of Weimar, should conduct 
the work, but serious illness has compelled him to resign 
the task. Herr Richter was then applied to, but he was 
so exhausted by the fatigue of his late labours, and by 
anxiety on account of the health of Mme. Richter, that 
he too had to decline. Eventually Dr. Muck, conductor 
of the. Opera at Prague, agreed to undertake the duty. 
There has also been considerable difficulty in finding a 
representative for Eva; at last, Fraulein Mulder, who 
has just played the part at Stuttgart to the satisfaction of 
Mme. Wagner, has been selected. In the Zannhdauser 
performances the rvé/e of Elisabeth will be allotted to 
Fraulein Welschke, from Hamburg, and Fraulein Wiborg, 
from Schwerin. ' 

ON October 2oth the Hofoper of Dresden will celebrate 
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the fiftieth anniversary of the first production of Wagner’s 
Riensi with what is intended to be a model performance 
of the work. The other operas of the master will follow 
in due course, with all practicable speed. 
'’ MUCH surprise and disappointment is expressed that 
the Richard-Wagner Museum of Herr Oesterlein has not 
been secured for the Exhibition at Vienna; alarming 
reports are in circulation that the whole collection is 
going to Chicago for the World’s Fair next year, and it 
is even said that it may find a permanent home there ; 
but it seems incredible that the German Government or 
people will permit this. 

‘Is Herr Rubinstein beginning to follow in the foot- 
steps of the.late King Ludwig of Bavaria? He caused 
his new “sacred opera,’ Moses, to be performed in the 
German Theatre at Prague by Herr Angelo Neumann’s 
operatic company, with himself as sole auditor. As the per- 
formance is said to have been on June 27th and 28th, it is 
to be supposed that the work occupies two evenings, as it 
‘ well may do, being in eight parts. And after all, the grand 
American tour, of which so much has been said and 
written, is not to take place, the great pianist having 
broken off the contract at the last moment, on the ground 
that he was unequal to the fatigue of such a tour. 

A CHOIR numbering eighteen members only, with the 
title of the Amsterdama Capella Choir, has given concerts 
at Leipzig and Vienna, the programmes of which con- 
sisted exclusively of specimens of the -oldest Flemish 
masters, Dufay, Okeghem, Obrecht, Clemens non Papa, 
Hollander, O. Lasso, and Sweelinck. The renderings 
were most excellent, and the impression made, especially 
by the very oldest specimens, is said to have been very 
striking indeed. : 

HERR BILSE, whose admirable popular concerts were 
for so many years one of the most striking musical 
features of Berlin, will celebrate his jubilee as musical 
conductor on August 3rd, at Liegnitz, where he is now 
enjoying well-earned repose. 

THE German Arion Male-voice Choir from New York, 
under its conductor, Mr, Frank van der Stucken, is now 
beginning a tour through the chief towns of Germany, 
opening at Berlin, where they gave a very successful 
concert. They are accompanied by two solo performers, 
Miss Maud Powell, one of the best American violinists, 
and Herr Franz Rummel, the pianist. 

THE annual meeting of the Allgemeiner Deutscher 

Musikverein is fixed to take place at Vienna on the 16th, 
17th, and 18th of September. Liszt’s music to Herder’s 
Prometheus is the chief work to be performed. 
_ A DISTINGUISHED artist, Frau Angelika Luger, has 
just taken her farewell of the stage at Frankfort, and 
retired into private life ; another, more famous still, Frau 
Therese Vogl, will do the same at Munich, early in 
October. Frau Vogl is one of the most illustrious of 
Wagner-singers; her performances of Brunhilde in 
London in 1882 are well remembered. 

MEssRS, BREITKOPF & HARTEL will publish, in the 
autumn, a collection of Liszt’s Letters, edited by La Mara, 
to whom the task was entrusted by the late Princess 
Wittgenstein, Liszt’s sole executrix. 

UNDER the title “ Friedrich von Flotow” a biography 
of = deceased composer has just been published by his 
widow. 

HERR HEINRICH HOFMANN has completed a new 
cantata on a large scale, dealing with the Prometheus 
legend. The work, which will occupy an entire evening 
in performance, will shortly be published by the firm of 
Siegel & Co. 

A GRAND festival of the Nederlandsche Toonkunste- 
naars Vereen took place at Utrecht on the 24th—26th of 





May. The chief feature was the production of a new 
dramatic cantata, entitled /Jehovah’s Vengeance, or the 
Deluge, by Herr W. F. G. Nicolai, Director of the Con- 
servatoire at the Hague. It is said to have made a great 
impression, and is a worthy companion to the author’s 
former oratorio, Bonifacius. Other works produced at 
this festival were a hymn by Ruygrok, and an overture 
to Shakespeare’s King John, by J. Wagenaar, which is 
said to be an important work, and was enthusiastically 
received. 

JeENO Husay, the composer of the opera Alienor, 
which has had much success at Pesth, is writing another, 
founded on Coppée’s dramatic poem Le Luthier de Crémone. 

THE production at Zurich of a new opera entitled 
Hans Waldmann, music by Franz Curti, author of the 
very successful opera Hertha, is expected shortly. 

Die Hexe, the first (and brilliantly successful) opera 
of the young Danish composer, August Enna, has just had 
the same success at Prague as it has had at Copenhagen. 

Ir is declared that Signor Verdi’s new opera Fa/staf will 
be first heard at Milan, in the Teatro della Scala during 
the next carnival season, and very shortly afterwards at 
the Costanzi Theatre, at Rome. 

SIGNOR MASCAGNI has written a letter to an Italian 
paper, the Fanfulla, of Rome, in which he announces 
that J Rantzau is now entirely finished, and that it will be 
performed for the first time at the Pergola Theatre of 
Florence on the 1oth of November. ‘The cast, as at 
present settled, is to be: Luisa, Mme. Darclée ; Giorgio, 
Signor De Lucia; Gianni, Signor Battistini. M. Ferrari 
willconduct. Preliminary rehearsals have already begun 
at Livorno. : 

THE Teatro della Canobbiana, a theatre which once 
had a reputation second only to that of La Scala, is about 
to be put up to auction by the municipality of Milan. 

AT the Rossini Festival performances to take place 
at Pesaro this month, there will be a performance of the 
maestro’s early opera, L’Occasione fa il ladro. In the 
performance of 7¢// Signor Tamagno will take the part 
of Arnold. 

A: NEw illustrated journal dealing with art, music, and 
drama, entitled L’Avvisatore Artistico, has just made its 
appearance at Milan. The contents are interesting, and 
the illustrations creditable ; altogether it seems to 
deserve support. 

AT Genoa the financial authorities, counting before- 
hand on the prosperity which, it is assumed, the theatres 
will enjoy in consequence of the Columbus fétes, have 
coolly tripled the tax payable by them, eliciting the most 
indignant protests. 

A NEW comic opera Puritania, by Edgar S. Kelley, has 
been produced at Boston, U.S.A. It is said to be the best 
piece of the kind ever written by an American composer. 

A NEW school “ The South Wales and Monmouthshire 
School of Music,” for the higher tuition of music in all 
its branches, is being started in Cardiff under the presi- 
dency of Dr. Jos. Parry, and will supply a long felt want. 

MR. B. LUTGEN, a teacher of singing and author of 
the well-known works “ Kehlfertigkeit” and “School of 
Sight Singing,” died at Brighton, on July 5th. 








JUST PUBLISHED. 
No. la CATALOGUE OF 


PIANOFORTE MUSIC 


WITH ENGLISH FINGERING, 


PUBLISHED BY 
AUGENER S&S CO., 
86, NEWGATE STREET, E.C., and 1, FOUBERT’S PLACE, W. 
To be had gratis on application, 
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MARCHES FAVORITES TIREES DES OPERAS 


RICHARD WAGNER. 


(Marche de Paix et Marche de Guerre, Rienzi; Grand Marche, 
Tannhiiuser; Marche Religieuse et Marche des Fiangailles, 
Lohengrin ) 


Arangées par E. PAUER. , 
No. 1 ae 


$ 
8477 Piano Solo. Complete ... nen oe a 2 
8646 Pianoa&a4 mains. Complete’ 3 
Two Pianos a 8 mains :-- 

66752 No.1. Marche de Paix(Friedensmarsch), Rienzi. I 
€6755 ,, 2. Marche deGuerre(Kriegsmarsch), Rienzi. I 
6675¢ »» 3. Grande Marche (Tannhiuser) al I 

I 

I 


6675¢d_~—=,,_-=s4.~*Marche Religieuse (Lohengrin) 
6675¢ 4, 5- Marche des Fiangailles (Lohengrin) ... 


London: AUGENER & CO., 86, Newgate Street, and 1, Foubert’s Place, 


THREE MARCHES 
By MENDELSSOHN. 


From 
“Wedding of Camacho,” ‘‘ Midsummer Night’s Dream,” and “ Athalie.” 
TRANSCRIBED FOR THE PIANOFORTE BY 


Edition E. PAUER. 
No, 


824t Pianoforte Solo .. vee ove ous ob o « net 

8577 Pianoforte Duct ~ eee oot! ae a= 
And for 2 Pinnstheines; 8 bendis _ 

6656 Wedding March from ‘‘ Midsummer Night’s Dream” ...__ net 

6657 War March of Priests from ‘‘ Athalie” _... ove ooo) 08 

6658 March from the ‘‘ Wedding of Camacho” ae net 


AUGENER & CO., 86, pape Street, E.C., and 1, Foubert’ 's Place, W 





. &. 


LASSISCHE VIOLIN MUSIK ca maa 
MEISTER des 17ten und 18ten Jahrhunderts, 


Nach den Originalwerken fir Violine und Bass (oder den vorhandenen 
Orchesterpartituren) bearbeitet und mit Vortragszeichen versehen 


von GUSTAV JENSEN. 


7401 Francesco Geminiani. — A dur) ., o fet, 
H moll). soe Met, 


G. B. Somis. Adagio and hues. 
Pietro Nardini. Adagio era bie ° “ 
J. B. Senaillé. Aria .., oes . o» Met, 
G. Pugnani. Sonate (E dur)... At one boa:., OMBbs 
J. B. Senaillé. Sonate (G dur) net, 
Arcangelo Corelli. 3 Sonaten (A dur, E moll, E dur) net, 
Giuseppe Tartini. 2 Sonaten (G dur and G moll)... net, 
re be Sonate (C moll) .. aaa!) WOR; 
Sonate (c dur) ; Giga (G dur) net, 
Henry Purcell. The Golden Sonata (for two Violins and 
Piano) ave 
Francesco Geminiani, Sonate VIII. (D moll) .. «Net, 
Ausgewihlte Sonatensitze net, 
L. Borghi. Sonate II. (Adur)... * eo «Net, 
Sonate IV. (Gmoll) .. net, 
Antonio Veracini, Sonate (2 Violins, Piano, and Vioton’ 
cello ad Jib.) .. a er 
Sonate. (A moll) ; net, 
G. Torelli. "Concerto (for two Violins and Piano) | net, 
W. A. Mozart. Andante, Menuetto, and Rondo net, 
Arcangelo Corelli. Follia con Variazioni (D moll) net, 
W. A. Mozart, Adagio (& dur) ; Rondo (c mF net, 
F. H. Barthélemon. Sonate (E moll) de net, 
G. F. Handel. Sonate(Adur)... ae ses) 
Vivaldi. Sonate (a dur) Spe bes ooo §=et, 
Veracini. Concert-sonate (E moll) .. ou oab | Malite 
Jean Marie Leclair, Sonate IV. seg ie Net, 


AUGENER & CO., 86, Newgate Street, E.C., and 1, Foubert's Place, 
Regent Street, W., don 
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JUST PUBLISHED, 
NEW COMPLETE CATALOGUE 


AUGENER'’S EDITION. 


Containing over 3,000 Cheap Volumes, sold at net prices. 
$2 pages, double columns. 
Part I.—Pianoforte Sol. 
11.—Organ, Harmonium, and Books on Music. 
111,—Instrumental Music (Violin, Violoncello, Flute, &c.) 


1V.—Vocal Music. 
To be had gratis of 


London: AUGENER & CO., 86, New <™ Street, E.C., and 
1, Foubert’s Place, 


MUSIC AND ITS MASTERS. 


A CONVERSATION ON MUSIC. 
By ANTON .RUBINSTEIN. 


Translated for the Author by Mrs. JOHN P. MORGAN. 
‘*The present literary product from Rubinstein’s pen is certainly the most 
brilliant and fascinating book on music that has appeared for a long time.’ 
Price 2s. 6d., net. 


AUGENER & CO., 86, Newgate Street, and 1, Foubert’s Place, London 
ORTRAGSSTUDIEN. Eine Sammlung 


hervorragender und beliebter Tonstiicke alter Meister far Violine 
mit Begleitung des Pianoforte bearbeitet +on 


GUSTAV JENSEN. 


J. S. BACH. Air und Gavo:te aus fm D sa one saad seam 
Jos. HAYDN. Saeor oe 
—— Adagio recitati 

EAN MARIE LECLAIR. Sarabanda und Tambourino 

. M. VERACINI. Menuet .. 3 ee es 

G. TARTINI. ghetto (G moll) .. ée 

. B, SENAILL Aria (Gmoll) . 

. TARTINLI, Andante qae aus Sonate vill. 
G. TARTINI. Giga in bp dur . aM 

London: AUGENER & co. 86, Newgate Demat, E. Cu wid 

t, Foubert’s Place, 


ETHODE DE VIOLONCELLE. Tirée des 
(Euvres instructives de Dotzauer, Duport, Kummer, Lee, 
Romberg, &c., editée et augmentée par A. PIATTI, English and French 
Words :-— 
8 Complete oe oe ove ve oes ave ove de 
sh Or os Books .. ns ws. each 
7773a@ «=6BoklI. Scales, Exeeciees, 1st to ath Position... “ 
77786 Book Il. Scales and Exercises on the different positions 
without the thumb, bowing, &c. 
7778c_ Book III. Shakes, Chromatic Pecans Rverciinn, ond 
Scales on Double Stops, on use « Thumb, maponaten, 
Arpeggios, Harmonics, &c. ... ww 2 
London: AUGENER & CO., 86, Newgate iia’ EC; 3 and 
I, Foubert’ s Place, W 


FOLIO EDITIONS. 


PERLES MUSICALES. 


Recueil de Morceaux de Salon pour le Piano, 


. NOSKOWSKI. Mazourka. Op. 23, No. 2 
SCHYTTE. Berceuse ooo 


DEL — te PAZ. Serenatelle alla a popolare. “Op. es, 
0. 


NOSKOWSKI. "Picador. Op. #. "No. 2 
SCHYTTE. En Aval (Den Fluss hinab) 
NOSKOWSKI. Monologue. Op. 27, No. 3 ... 
PAUER. Romance.. re ia ie 
. PFEIFFER. Le Réve d'Endymion 

9 SWAN HENNESSY, Study (Legato) 

1o. L. SCHYTTE. La Nuit. Caprice ... 

11, ADOLF HENSELT. Petite Romance re pep pan 
12. S. tigaye intense Dumka. Op. 29, No. 3 ee h: “ 3 


Turning to Messrs, “9 's —— pianoforte music, we notice, first, a 
iene of * oy Musics from vor jous 
d issued separately. Some doze. 
boned mbers are PA. available, and ats of of moderate acquirements cannot do better than 
secure them all, as representative of the ssorceaw de sadon in its best form.—Z7he Daily 
Telegraph, January 2:nd, 1291. 


London: AUGENER & CO., 86, Newgate Street, E.C., and 
z, Foubert’s Place, W. 
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NEW PUBLICATION. 


EBENEZER PROUT'S 
FUGAL-ANALYSIS: 


A COMPANION TO FUGUE. 


AvuGener's Epition, Ne. 9186. Demy 8vo, bound, net, 5s. 


AUGENER & CO., London. 


SECOND EDITION OF 


EBENEZER PROUT'S 
FUGUE. 


Avucener’s Evition, No. 9185. Demy 8vo, bound, net, 5s. 


N.8.—The First Edition was sod within four months. 
AUGENER 


& CO., Londoa. 





ONATINES POUR VIOLON ET PIANO. 
Arrangées en ordre progressif, et én partie revues et do'gtées, par 
EMILE THOMAS. 


La Partie du Violon dans la tre position. 


C.GURLITT. Sonate miniature en FA (F). Op. 180, No. 1 
—— Sonate miniature en r& (D). Op. 180, No. 2 , ss 
C. REINECKE., Sonate miniature en ut (c) . 

—— Sonate miniature en La mineur (A mines) « eve 

— Sonate miniature en sou (G) ... 


La Partie du Violon dans la tre, ade, et 3me positions. 
KUHLAU. Sonatineen ut (c) 
SCHMITT. Sonatine en ré (p) 
KUHLAU. Sonatine en La mineur (a minor) 
SCHMITT. Sonatine en ut (c) 
REINECKE. Sonate miniature en si mineur (. mines) .. 
DIABELLI. Sonatine en sot (Gc) 
RIES. Sonatine en La mineur (A minor) 
LACHNER, Sonatine en sot (a) 
RIES. Sonatine en Fa (F) ove 
LACHNER, Sonatine en si bémol (B ‘flat) 


rPs=“sPOS a= 
Ak arx~auwewe 


La Partie du Violon dans !es_ ositions plus hautes. 


KUHLAU. Sonatine en sox (Gc) 

RIES. Sonatine en ut(c) : 

KUHLAU. Sonatine en ra (F) 

THOMAS. Sonatine en ur (c) 

SCHUBERT, Sonatine en r& (p) 

GURLITT. Sonatine en Fa (F) “ 
SCHUBERT. Sonatine en La mineur (a minor) 
GURLITT. Sonatine en La (a) 

SCHUBERT. Sonatine en sot (c) 


London: AUGENER & CO., 86, Newgate anit E.C., and 
yh Foubert’s Place, 


N EW WORKS by IGNAZ LACHNER :— 
Op. 92. 3 Sonatinas for 3 Violins— 
No. 1, in B oe eaiet as 
2, in G major . 
52y3¢ 3, in A. 7 
Op. 93. 3 Morceaux de Salon pour Vv iolon « et Plano— 
Nocturne 
Tarantelle ™ net 
Danse des matelots : net 
Op. 94. Deux Morceaux de Salon p pour Viclon a avec Pine 
No. t. Siesta J 3 
2. Grande Polonaise .. 
Op. 95. Vier Klavierstiicke— 
No. 1. An der a 
2. Nordisch . 
3 Gondelfahrt ” 
4 Freude 
Op. 96—98. 3 Sonatinas for 2 > Violine= 
No. 1, in a major. Ge. 96 a 
2,in D major. Op. 
3, in B flat major. op. 98 : e ‘ 
Op. 99-101. 3 Sonatinas for Violin and Piano— 
No, 1, in A major. ° 
2, in B flat majore Op. 100. 
3, inG major. Op. 101 
Op. 102—103. 2 Trios for Violin, Viola ond Pianoforte : = 
Grand Trio in & flat. Op. ro2. « 
Grand Trio inc, Op. 103 «e 


F, 
F. 
F, 
E, 
F. 
é 
F. 
¢ 
F. 


Auanaurk ese 





52934 


net 
52930 


net 
net 


75114 
75115 
75u1c 


net 


net 
net 
net 


net I 
net 1 
net 


net 4—- 
net 4— 


AUGENER & CO., 86, Nawgaty Street, and'1, Foubert’s Place, London, 
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S. NOSKOWSKI’S 


NEW PIANOFONRTS WORKS 
IN AUGENER'S EDITION. 


FOR PIANOFORTE SOLO. 
8272 DEUX DANSES POLONAISES eet mélancolique 
et Mazourka). Op. 23bis oe - net 
IMAGES. 6 Morceaux caractéristiques. ~~ 27:—- 
Cah. I. (A l'improviste, Picador, nore ap ove 
Cah. II. (Cracovienne, Idylle, Zingaresca) . wo «et 
“IMPRESSIONS.” 4 Piéces caractéristiques. “Op. 29. (En 
Automne, Espiégle, Dumka, Cracovienne gracieuse) net 
CHANSONS ET DANSES CRACOVIENNES. Op. 31. net 2 
TROIS PIECES. Op. 35. (Conte d’hiver, Duma et Valse 
dolente) , pm pm és oot Ot 
MOMENTS MELODIQUES. 4 Pi&ces caractéristiques. 
Op. 36. (Les Larmes, Gondoliera, Chanson mélancolique, 
Sérénade du Printemps) ... net 
PETITS RAYONS. 4 Morceaux. Op. 39- (Reverie, Cham- 
pétre, Polonaise mélancolique, Cantilene)  ... eco ©=s et’ 


FOR PIANOFORTE DUET. 


6947a,5 MELODIES RUTHENIENNES. 8 Morceaux carac- 
téristiq 1es d’aprés des Chanson; et Danses nationales des 
provinces Galicie et Ukraine. Op. 33. 2 Books, each net 


6278 MAZURY. Danses masoviennes. Op. 38 


London: AUGENER & CO., 846, Newgate Street, E.C. ; 
and 1, Foubert’s Place, Regent Sureet, W. 


82734 net 


82736 
8274 


6275 
6276 
6277 


6278 


net 





EW VIOLONCELLO MUSIC, with Pianoforte 


Accompaniment, 


py W.-H. 


Gavotte humoristique ... 
Dreaming, Romance 
4 Petits Morceaux :— 
1. Romance... 
2. Intermezzo 
3. Barcarotle 
4. Gavotte ... 
Mélodie .,. : 
Pastorale ... ove 
Sérénade ... 
Petits Morceaux pour te Violoncelle (dans la geeuiive poshion) 
avec accompagnement du Piano ;— 
No. 1. Triste 
2. Joyeuse ... 
3. Le Plaisir oe oon oe ave one 
4 LeBonheur... a co. wee « ove 
* § LiInnocence.., oo oe eve 
AUGENER & CO., 86, init Street, and 1, Foubert’s Place, London. 


SQUIRE. 


we? 
oo® 


ee eww ww 
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AVER SCHARWENK A's SONATA i in E minor. 
Op. 46. 
Visloncelto and Piano 
Viol'n and Piano 


9287 net 4— 
7566 net 4— 


London : AUCENER & CO, 86, Newgate Street, E.C.; and only 
est End Address, 1, Foubert’s Place, W Ww. 
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GLEES AND CHORUSES} 


from the Works of English Composers, . 
ARRANGED FOR FEMALE VOICES BY 
H. HREALE. 


FIRST SERIES, TO BE SUNG WITHOUT ACCOMPANIMENT. 
(For the purpose of practice an “ hey Pianoforte accompaniment 
is adde 


24 GLEES AND GHORUSES IN THREE PARTS. 


4301 Boox I. see “ si 
1. The Ty the Seah: oa 


Ros . 
Hark! The ‘Lark at Heaven's 
Gate sings «» Dr. Cooke. 
Blow, blow thou Winter Wind |. 2. ¥. S. Stevens. 
When shall we three meet again? M. P. King. 
Divine Cecilia eee $s Samuel Webbe. 
Ye Spotted Snakes we we RF. S. Stevens. 


bens IL. ah opi ae ae ona 2. % 


7. The Red Cross Knight ... .. Dr. Caliott, 
8 ‘The Erl-King ‘Dr. Callcott, 
9. Music’s the Language “of the 

Blest above S. Webbe. 
10. Foresters, Sound “the Cheerful 
orn on - we Sir Henry Bishop. 
tr. Come, Fairest Nymph «ane = Str Henry Bishop. 
12. Under the Greenwood Tree... Dr. Arne. 


Book III. ... ssa o0 6 net I O 
13. Hark! hark! each Spisten ‘hound Sir H. R. Bishop. 
All in the Greenwood Shade ... Sir H, R, Bishop. 
As o'er the Varied Meads 1 Stray Samuel Webbe. 
As it fell upon a day . Larl of Mornington. 
Hark! hark! the Noles’ ‘of the 
Sir H. R. Bishop. 


Falling Flood -~ 
When the Moon is ‘riding high... Sir H. R. Bishop. 


Book IV. ©... ree Mf oe net I O 
19. How merrily we live _... soe Michael Este. 
20. Lightly o’er the rapid Rhine Sir H. R. Bishop. 
21. When the Storms aloft arise Sir H. R. Bishop. 
22. Sigh not for Summer Flowers ... Six H. R. Bishop. 
23. The May Fly .. Dr. Callcott 
24. Now the Saye begins to lour... Sir H. R. “Bishop. 


GLEES AND CHORUSES IN FOUR PARTS. 


Book I, v8 oo i VSR © 
What shall he lias that t killed 
the Déer?... Sir H. R. Bishop. 
Now the bright Morning ‘Star... R. Greville. 
Hail, Smiling Morn aa R. Spofforth. 
Blest pair of Sirens SF. Stafford Smith. 
The Fisherman's ‘‘ Good. Night ” Sir H.R. Bishop. 
Ode to St. Cecilia Samuet Webbe. 


BOOK. 77... - “ye eta & 

7. Here in Cool Grot... Z Earl of Mornington. 
8 Awake Aolian Lyre ore « FF. Danby. 
g. To the Moon z Sir H, Bishop. 
io. Oh! Skylark for thy wing Sir H. Bishop. 
11. When winds breathe soft we Samuel Webbe. 
12. Hand in hand, with fairy grace. Dr. Cooke. 


Book III. ... - soot eR 
13. You think I have a merry Sali Sir H. Bishop. 
14. Welcome to this place... Sir H. Bishop. 
15. Hunting Song, ‘ *O whither roams 
Sir H. Bishop. 


the Deer?’ 
16. O! for the Harp whose strings 

Sir H. Bishop. 
Sir H. Bishop. 


of Gold... ove 

17. Majestic Night ... 
18. Where the Bee Sucks William Fackson. 

Boor IV. ... he ase ay 2 ee 
19. My. Fatherland Sir H. Bishop. 
2o. In prospect wide Sir \H. Bishop. 
21, To Harmony... ne Sir H. Bishop. 
22. Up! Quit thy Bower ... . Sir H. Bishop. 
23. From Oberon in Fairyland we WR. FS. Stevens. 
24. Address to the Sun (Q thouthat ._. 

rollest above)... os we Re FH. S. Stevens. 


AUGENER & CO. Sole batieemes +86, Newgate ‘Street, Bin and) | 
x Foubert’s Place (opposite Conduit Street), W., London, 


Sir H. R. Bishop. 


‘9829 9, in D minor 


} the eminent msn organist, and turned ow! 





. AUGENER'S EDITION OF 


S. BACH’S ORGAN WORKS. In Single 
¢ Numbers. Edited by W. T. Best, (Oblong folio.) £,:— 


First Series. The great Preludes and Fugues, edited by Net, 

W.T. Best. (Singly) :— s. a. 

982r No.1,inc major... . I— 
9822 2, in G minor 
9823 3, in D major 
9824 4, in E minor 
9825 5, in F minor 
9826 6, in G major 
9827 7, in c major 
9828 8, in A minor 


9830 10, inG major 
9831 11, inc minor 
9832 12, in E flat (St. Ann’ stune) 
9833 13, in © major 
9834 14, in c minor 
9835 15, in A major 
9836 16, in B minor 
9837 17, in c minor 
9838 18, in E minor 


HHH HH Ke KB KH eR RR eR OO Oe 


Seconp Sarigs. The Great Toccatas and ‘ieee 

9839 Fantasia and Fugue in G minor 
9840 Toccata and Fugue in p minor 
9841 Toccata and Fugue in & major 
9842 Toccata and Fugue in c major 

9843 Toccata and Fugue in F major 
9844 Toccata and Fugue in D minor 
9845 Passacaglia inc minor... — .. 


Trrrp = SERIEs. Fugues, Alla Breve, 
Fantasias :— 
9846 Fugue in G minor 
9847 Fugue in c minor 
9848 Fugue in B minor 
9849 Fugue in c minor “ 
9850 Alla breve in p major ... 
985r Canzona in D minor 
9852 Fantasia inc minor... . oes o6 f. 
9853 Fantasia inG major .. aA one aes PH 


ee | 


Fourtu Series, Eight short Preludes and Fugues and 6 
Sonatas for two Claviers and Pedal :— 
9854 Short Preludes and Fugues. No, 1 inc neue 2inp 
minor ; 3 in E minor ; 4 in F major ate ese 
9855 Short Preludes and Fugues, No. 5 inc thajor : 6 i in G 
minor; 7in Aminor;8inB flat major .. ..  .. 
9856 Sonata in E flat major ... ie poe ob oe 
9857 Sonata in c minor 
9358 Sonata in p minor 
9859 Sonata in & minor 


9860 Sonata in c major 


9861 Sonata in G major ove ove 


“On qpaning the volumes of Bach’s Organ Works, the first. thing to strike the eye is the 
size of the note ‘ heads,’ which, as the books lie upon the table, seems unnecessarily 
large. But place a copy side by side with ordinary organ music on the desk of a ‘three- 
decker,’ and it will be seen that as been upon a point of really great 
importance, Pesan one too often overlooked, The notes stand out clearly at that dis- 
tance, so that to a player of average eyesight a misreading ought to be an impossibility. 
Then come indications of ¢ermpo, both verbal and metronomic; assistance to the per- 
former in matters of fingering and pedaling ; elucidations in foot-notes, of the old agré- 
ments, or Manieren, so little understood, apparently, m the present day ; and, lastly, 
and even more important than all, from a‘ past-master ’ in the art, a guide as to the proper 
registering, or combination of stops, to be adopted in each piece. 

“Further, the text has been su jected, t» thorough revision, the editor going to the 
length of reducing the whole to manuscript, in order to render the design of each work 
conspicuously plain to the student; and t é left-han part, in particular, has been the 
object of painstaking attention, the full extent of which will only be apparent to the 
fimbled executant, who knows but too well how the ‘ioner pons are inextricably 

u 





mbled together even by ae themselves, to say nothing of the doings of 
untrained copyists and transcri! 
“ First come matters of ‘simple notation. Mr. Best clears off redundant notes, 
accidentals, double stems, and the like, thus eo facilitating the work of the 
student while nowise interfering with the integrity of the text.”—‘“Record” Review, 
by, Stephen S. Scratton 
“Mr. Best's edition of Bach's Organ Works goes bravely on. We have Nos. 17 
and 18 of the great Preludes and Fugues, and Nos, 19 to 24 of the miscellaneous com- 
positions, including the Toccatas and Fugues in C, E, F, D minot, and the arte 
and F in G minor. All'these are carefully, though not redundantly, by sy 
it in excellent style.”— he aly Tus 
#7tn the matter 
matter of clearness to ‘the a detail of greater importance to orga 
ists thatt to an oy on of Siena dee edition is ee 
existence,”—Zhe Times, February. 15, 1890. 


AUGENER. & oy 86, Newgate Street, London, E.C.; and 
Foubert’s Place, Regent Street, W 
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IECES DE SALON POUR VIOLON ET 
PIANO, Revues et arrangées par KMILE THOMAS. 


1 M. MOSZKOWSKI. Valse Brillante 
2, S. NOSKOWSKI. Dumka... .. die 
. JOS. HAYDN. Variations sur “Gott panera Nene den Kaiser” 
. C, M. DE WEBER. Invitation & la Valse 
M. MOSZKOWSKI. Russia (Russland). Op. 23, No. I 
—— Germany (Deutschland). Op. 23, No. 2 


London: AUGENER & CO., 86, Newgate Street, E.C.; and 
, 1, Foubert’s Place, W. 


AUGENER'’S EDITION OF 


ANTON STRELEZKIS 


PIANOFORTE PIECES. Net. 
No. s. @. 
Album. Vol. Valsette, Sur la rive, In Fairyland, 
Menuet & radia en Mi bémol, Mazur... I 
Piéces fugitives. Op.191: Mazur, Romance, Imprompen, 
Sérénade ... we ose pon ove ped pe ins? Ss 
4 Mazourkas. Op. 195 «. one ote oes a 
Quatre Morceaux comnetiitecianen, Op. 197: Novelette, 
Nocturne (Le Réve), Valse poétique, Miniature... ww 2 
Wanderstunden, 4 Clavierstiicke. Op. 204 ... I 
London: AUGENER & CO., 86, Newgate Street, EC: : yo 
1, Feubert’s Place, Regent Street, W. 


6— 
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6460 


6461 
6462 


6463 





( ‘ECILIA. A Collection of Organ Heres in 
diverse styles. Edited by W. T. BEST :— Net. 
Book XXXV. Elégie, by Lefébure-Wély ; Fantasia and s. d. 
Fugue, c minor, by Joh. Schneider I— 
Book XXXVI. Capriccio alla Sonata, by Fumagalli ; - onl 
Variations oa an Original Theme, a flat major, by A. Hesse 1 
Book XXXVII. Fugue (Art of Fugue), by Bach; Varia- 
tions on an Original Theme, A major, by Ad. Hesse 

Christmas Pastorale, by W. T. Best ... 

Book XXXVIII. Fugue, c major, by J. ‘ "Krebs ; in 
dante religioso, by Francesco Sango; ; Prelude and Fugue, 

c mincr, by Samuel Wesley 

Book XXXIX. Concert Fantasia on : Old "English Airs, 
by W. ‘I. Best ; Fugue, in G major, by Samuel Wesley ... 

Book XL. Marcia di Processione, by Enrico Bossi; An- 
dante, in F major, by Samuel Wesley ; National Anthem, 
arr. by W. 'T. Best.. 

Book XLI. aan by Je L. Krebs; ast Concert Overture 
by W. T. Bes 

Book XLII. Prelude and, Fesue, G major, “E. Aguiles ; 

Elevazione and Offertorio, Domenico — ; Civic March, 

W. T. Best . ie wits 
5843 Boox XLIII. Organ Syuighony, by Elfrida "Andrée owe 3 
5344 Book XLIV. Sonata, in & minor, by Polibio Fumagalli .... 1 — 

“*St Cecilia,’ another onape serial edited by Mr. Best, has reached its 41st book, In 
the last two are examples of Krebs. Boss', S. Wesley, and the editor—all interesting i is 
their various styles. .*St. Cecilia’ bids fair to become an organ library in itself."—Z7/e 
Daily Telegraph, January 4, 1892 

London: AUGENER & CO., 86, Newgate Street, E.C.; and 
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JOSEPH L, ROECKEL. 


PrIcE, 43. 


AUGENER & CO., 86, Newgate Street, E.C.; ‘and 
1; Foubert’s Place, W. 


WO SONGS: (a) “FORGET THEE?” just 

)- ublished in Three Keys, for Tenor, Baritone, and Bass; and 
(6) “ LOVERS’ PARTING,” in Two Keys, for Baritone or Bass, and 
for Tenor. Com by Emeritus Prorgssor SIR HERBERT 
QAKELEY. Op. 30. Price 4s..and 3s. respectively. 
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UGENER’S LIBRARY OF PIANOFORTE 

MUSIC FOR STUDY AND AMUSEMENT. A Collec- 

tion of Studies, Classical and Drawing-room Pieces, Selected, 
Revised, and Fingered by E. PAUER. C, 


JUNIOR GRADE, 
e@ 

Book I. aa GH an en ae MESS 
Studies: Steibelt, in A minor; Hummel, in D; 

E. Pauer, in G. 
Pieces: E. Miller, Caprice in c ; Clementi, Adagio 

con espressione, 
Recreations ; Rameau, Gavotte from ‘‘ Le Temple de 

Gloire '’ ; Loeschhorn, Romanza in A minor ; Lan- 

ner, Original Styrian Dance, and Three National 

Polish Mazurkas 
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5964 


SENIOR GRADE, 
Studies: M. Szymanowska, in A flat ; 
wenka, Prelude in c. 
Pieces: Mozart, Fugue in C major; 
Andante in E flat. 
Recreations ; Mendelssohn, Bolero, ‘‘ The Wedding 
of Camacho” ; Moszkowski, Scherzino in F. 


Ww all be continued. 


London: AUGENER & CO., 86, Newgate Street, E.C.; an 
1, Foubert’s Place, W. 


FR RCRMELY published, Suwé¢e for Orchestra ; full 


score, 58., band-parts, 16s. Op. 27. Also Six Hymns for Chorus 
and Orchestra, for use either for Instruments alone, or as accompaniments 
at Festivals. Full score, as. 6d., parts, 5s. Composed by Sik HerBert 
OaKELEy. Op. 31 (a). 


SCHOTT & O., 


5981 net 


X. Schar- 


Hummel, 





Lanta, canbe cesemeiaat and Paris. 


EBENEZER PROUT’S 


THEORETICAL Works 1n AUGENER’S EDITION. 


Demy 8vo. 
— s 





Bound. 
ARMONY: ITS THEORY AND 
PRACTICE. By EBENEZER PROUT, B.A. Lond., 
Professor of Harmony and Composition at the “Royal 
Academy of Music, &c. Fourth Edition aa 
gaa KEY TO “HARMONY: ITS THEORY 
AND PRACTICE.” Second Edition 


98 ADDITIONAL EXERCISES TO E. 
PROUT’S: “HARMONY: ITS ‘THEORY AND 
PRACTICE.” Second Edition 

gtee KEY TO THE ADDITIONAL EXER- 
CISES TO E. PROUT’S ‘*‘ HARMONY” an 


OUNTERPOINT : ‘STRICT AND 
FREE. By EBENEZER, PROUT, B.A. Lond., Pro- 
fessor of Harmony and Composition at the _— Academy 
of Music, &c. Second Edition .. 
9832 ADDITIONAL EXERCISES TO 
E, PROUTS ‘“‘COUNTERPOINT: STRICT AND 


FREE,” with — _ ee ee - Har- 
monising 


OUBLE ~COUNTERPOINT AND 


CANON. By EBENEZER PROUT, B.A. Lond., 
Professor of Harmony and ne at the Royal 
Academy of Masic, &c. _ &c. 


ats, FUGUE, By EBENEZER. PROUT, B.A. 
Lond., Professor of Harmony and Composition at the 
Royal Academy of Music, &c, Second Kdition... 


98 FUGAL - ANALYSIS: a Companion. to 
“Fugue.” Being a Collection of Fugues put into Score and 
Analysed. By EBENEZER PROUT’, B.A. Lond., Pro- 


fessor of Harmony and eran at the rag Academy 
of Music, &c. an) at s/- 


sl- 


2/- 
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MUSIC FOR STUDY AND AMUSEMENT. 
A Collection of Studies, Classical and Drawing- 
room Pieces, selected, revised, and fingered by 
Lk. Pauer :— ‘ 
s95t Junior Grade. Book J. ade’ emi © O68 
5981 Senior Grade. Book I, aes os OR 
BENNETT, W. STERNDALE. s Manel Sketches, 
p- 10 ... - jae pte complete 
No. 1, 1, The Lake» 
. The Millstream .. 
. The Fountain 5 ok om ove 
GAUTIER, L. By the Seaside. Six Melodies :— 
No. 1. The Wave i ae £ ; 
2. The Lighthouse . 
3. The Castle by the Sea ... 
4. The Windmill ¥ up — vai 
KRAUSE, EMIL. Six Little Sketches without 
Octaves (6 kleine Skizzen ohne Octaven Span- 
nungen). Op. 77... sca, ee 
LOESCHHORN, A. Melodic ‘Studies, phtisicibilep 
arranged for advancement of technique and style, 
with ener regard to rhythm and phrasing. 
£.: 


Book 1X. 14 Melodic Studies. Op. 195, Book II. 
(Studies 8to1ry) ... ent 3 ose ee 
SCHYTTE, L. Cuvres shohhes :- 
No. 4. Le Soir ... 
5. Alla Menuet : 
STRELEZKI, ANTON. icine _ 
No. 19. Berceuse en sor, bémol majeur 
20, Au bord d'une source . 
VOSS, CHARLES. (CEuvres choisies :— 
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. The Hardy Norseman | 
. I'd be a Butterfly “* as val ‘Se 
. Just before the Bitt'e. Popular melody ... 
. Zampa et Fra Diavolo. Reminiscences ... 


PIANOFORTE DUETS (a 4 mains). 
MOZART, W. A. Symphonies. Arranged by Max 
Pauer. Oblong :— 
8.88 No. 6inc si net 
WURM, MARIE, Pour Duets (the Primo part 
within the compass of five notes), Op, 24:— 


No, 3. Saltarello 
4. Lullaby ... 


ORGAN, 
CECILIA. A Collection of Organ Pieces in diverse 
styles. Edited by W. T. Best. Oblong :— 
5844. Book 44. Sonata in E minor by Polibio Fumagalli. 
net I 
V.OLIN AND PIANOFORTE. 
HERMANN, F. Morceaux favoris : 
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76. P, Tschaikowsky. Troika (En Traineaux) 3 
MOSZKOWSKI, M. Germany Vi mem ~ 
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HERMANN, F.  Morceaux mélodiques pour deux 
Violons avec accompagnement de Piao (ad 46.). 

Op. 26 :— 
5328a Livre I. Morceaux, Nos. rand2 ... con, Meet 


KREUZ, EMIL, The Violist. <A series of progies- 
sive pieces for Viola and Pianvutorte. Op, 13 :— 
7636¢ .Book ILI, 20 Progressive Melodies in the first 


position, and in the different major and minor 
keys (Nos. r to 10) ... ae iS soi | ne 


RITTER, E, W. Practical School for the Violin 
(Ecole pratique du Violon) :— 


76rcc = Book III. Interva's within 2 Octaves. exercises and 
easy Nuettinos in the first position (Les intervalles 
jusqu’d 2 Octaves, exercices et Duos faciles dans 
la premidie position) ... asi be ae aR 


VOCAL MUSIC. 


__| 8954 WOOD, CHARLES. Four Songs: 1, An Ancient 


Love Song (Anonymous) ; 2, Why so pale and 
wan, fond ‘lover? (Sir J. Suckling); 3, How can 
the tree but waste and wither away (Lord Vaux) ; 
4, Ah! Robin! show she Robin ! ‘iyggte Thomas Wyat). 
gto So Met 
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gi8§ PROUT, EBENEZER, Fugue. Demy 8vo. Second 
Edition... sis tes ... Bound, net 


9186 —— Fugal- at A taiidiaen to ‘‘ Fugue,” 
being a Collection of iesite put into Score and 
analysed ae «. Bound, net 
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